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TRANSLATOR'S INTRODUCTION 



July 1 7tb 199^ the day that Yoshinkan founder Gozo Shioda Sensei died, was the end Of «& era. 

As weU as bdng a recognized master, Gozo SUoda wsB also <Hte of 

the present generation of aikidoka and the prewar aUdjutsu training of Morlhei Ueshiba Sensei. 

It is no exa^eration to state that in watching Shioda Sensei on (he mats, we were able to have a 

gfimpse bade into hlstt»y to a time when aikldo WIS 8tin having to prow its^ 

not yet having gained the recognition and respect that seems so naniral to us today. Yoshinkan 

aikido is perhaps unique In that it can trace its lineage directly back to that prewar period of 

A^/fSoto J)^ (HeU aiKl at die same tli^ 



Those of us who were pitvil^ed to have been taught by Shioda Sensei will each have our 
own memories of him, bat the common thread among all of those memories, I believe, is the 
Aeer power Mdeneigftit he had»<adM8aewM^ 
(BDeral. 

This book gives the most complete overview of Yoshinkan techniques ever pol^hed in 
Eogfish. The seditt^lWiilBg is simple— mot el n flttfa gUte in order to really feel die energy 

of these techniques, it is not enough that the movements are simply copied and repeated. Over 
and above tha;, what made ^oda Sensei's aikido so special was the joy and energy he brought 



[( was Shioda Sensei's great wish in his last years that Yoshinkan aikido would develop and 
grow to be tauglu throughout tin world. I would like to diank the Yoshinkan Uombu poj6 for 
giving me the opportimfly to transfadB flds tMwk, aad hope that ft wffl belp«pieiid tfie«ii#iMl 



a a 
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PROLOGUE 



My Ealber.Gozoiihioda, spent rw^hfy eight years (gunning 1932 to 1941) as a direct student of 
Morfhd UieshtlM, the foomler of 

"aikido of everyday life." At the first postwar Japanese Martial Arts Exposition, sponsored by 
the Life Extension Society in 1954, he took the prize for "Outstanding Demonstration" and, 
encouraged by the support of people from the finaiKid and polftkad 
dds outstanding aikido spread to a larger audience, founded the Yoshinkan Dojo. 

Yoshinkan, originally named by my grandfather for his ddjo, is also the name that my fitther 
gave to his style of martial arts, and means *1o cnlttnte ffihMl and 
desire that through aikido, and the mental aai^ittailtnfadngdM goes vllh It, p 
better able to play a useful role in society. 

Yoshinkan Aikido has become well-known throughout the world, and people of many 
nilkiD«littes are iraintaig. Every year* the Tokyo 

1||Bch one at least third dan in kendo or judo) to spend one year as "special students" in the 
ttehinkan Headquarters Ddjo in Tolq'o. Training in Yoshinkan aUddo gives officers the chance 
10 develop and etfend Ihelr pefsonal and pcoCessloaal sli^ 
attddota^ctors in the Women's Police School in Tokyo. 

Ibvli^ mastered the essence of aikido from Ueshiba, my father, (jozo Shioda, demonstrated 
hto alMdo In from of die Crown Prlmx of Japan, Senator ftobiM 
among others, and was highly praised by them and by many others who visited his Dfi|0. 

My father died in 1994, but U is for the purpose of spreadii^ his l^acy— these wondrous 
techniques and splrlt-^wilhin Japan and throughout the world that Als book Is being pub- 
lished tftfirougb It even ooe oftts readeis will grfa ft gtcal^ 

YasuhlsaShkxIa 

YASUHISA SHIODA Bocpi 15 November. 19S2, ViLsuhisa Shioda started practidogittdOft 
the age of thirteen, training every day. He graduated in 1976 from the Economics Department 
of Qmo Unlvefslty in T0I90. As a member of tfw YosUnkn AUddo IM)6 he coatimied to 
imdergoftlkfak) training wlA Us £dher, and spna^ and to 

police departments, and various organlzatkms. From 1964 be spent three years in England, 
and helped establish the basis for the spread of aikido overseas. Afio- returning to Japan he 
concenteUed on teaching young people, e^iedally nursery school chUdren, originating ft 
unique instruction method that encouraged diem to develop their character through the prac- 
tk£ of aikido. He also teaches at the community centers. Aher Gozo Shkida's death in 1994, in 
ovder 10 spread hisfitther's legM^M^oot i*odM«»M]>Mft«MHng aHddo mm 
dso beccme an satfior. 



How to use this book 



In training, Basic Movements and Basic T«dlrtpB| 
should be practiced on boCh the left and the rig|it side, 
but for the purpose of this book, techniques have been 
cxpfabied aid iDustrated fnHn one side only. 

The person who initiates the attack is called **uke," 
the person who peifomis the technique Is called 
"sh'te. " In JlbUo techniques sh'te does not work 
alone — the next move in each technique is dependent 
on the situaUoq that uke is in. For that reason there 
«e#etloiM 4 Ibe tax called Uke's WmmanT- 
Tiftjjjilr ffT'"'" the effect of each of sh'ic's movements 

Oinkl^Riese have been added as guides to be used in 

... .. - 

Movements that fretiuently n^im ur in the Basic 
Techniques (moving forward, grabbing the wrist, 
pi epa i ato i y movements for technkjues from the rear, 
etc.) are explained fiilly in Sedkn 2. hi your bask: 
technique tntaMng. please cooUniie to refer to this 
sectron. 

AkhBoHb iB ^MiJVillii leclBAiKs are hnhaa -^ 
dm Into «f«M H is important to 

^fiSaenberMacfM^M^i^ one continuous 
llchilqK <. 

Bsc fliy|rihMriiiiii''(tf j9fii04 iiBiQS) p|pi9e 0E^rM pflB^' 
2& 

Ifltflldo, ibe use of ]rfijBlad slicngtfi (pewv) luB 

;8l delicate. For that rexson, we have delibcr- 

it^miied woids that might suggest brute force. 
fiDne be Mn^ ef mnees. (Example: "grasp" as 
opposed to "gndn** or **stdhe" m fliiond «» 
"punch," etc) 

Techniques ate dhkled Into I (kdd) and U (ni). In 1 
techniques, both sides are in the same kamae (ri^M 
left) and the flow of energy will be toward 
uke. In II techniques, paruers are in oppo- 
mimm(imk iiitl^0i one in left), 
and the flow of enei:gj!||i||| toward sh'te 
(thoi^ there are excepliqi» to this rule). 
Knotif I is "die representathe technk|ue, 
and II is the reverse (tuminj;) technique. 
There are also a number <A techniques that 
doaot have ft I or n dissificalkn. 
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S • e 1 1 • A 1 

THE PRINCIPLES OF AIKIDO 




As you get older, your muscles weaken, 
AttdyoucannoiongerliftamipuU. 
InAeendAm'saUmittoptigfHcalstrengA, no matter bm you hiMU tip. 
Thatsu^VesbibaSenseisajfstbat 
Vnlimited strength comes fiom breath power. 
In effect, it is based on natural principles 
If the other person comes powerfully against you, 
Amiyou respond by simpfyuAhigbispower into jmrs^^ 
'SbBreMnoneedprmiyeffoH. 



Gozo Shioda Sayings (I) — 



chGshin-ryoku 

POVKER OF THE CENTER MIIE 




Even when uke resists so dot the tedmlqae Is no longer 

effective, by locking; your hips and malnlalllllig S Strri^ 
center Lne, your power will come through. 



Ooe oCtbe basics of aitddo is the prindpie of maintaining 
a straight center line in the body. For most people, evea If 
they try to stand strai^t, their center line Is not really 
strai^ Even when we do stand strai^t and focus on 
keeping; our center line fixed, we lose it again as soon as 
we move. If this happens, then the purpose of aikido, the 
development of br^ power, becomes impossible. 

If we are able to maintain a strong center line what- 
ever dlrectioD we move in, we have focused power. By 
|B|g|B|itl»l»cused power, we are also pFomottng strong 
posture, concentratloii, and breath power. 

in order to develop focused power the first and essen- 
ttd tratatitag Is kamae. Once you have attained a stable 
center in your kamae^ jou will be able tp oSbMiB It Id 
your techniques. 




When you have a powerftilly fucnscd center line, even if you 
t one leg )DB wiU stUl be fthle to maintain a centered 
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shOchG-ryoku 
focused power 



The power that is developed 
by unHying the whole body 

When we use physkai stRogfli, we aoimd)r flssome 

dq>eodent on the power of our muscles. In alkido, how- 
evH*, the power of the hips, legs, knees, abdomen, and so 
forth, are joined together and are then Ibcused into oae 
point, whether it is the arm or the shoulder or the elbow, 
and in that way the power we develop is greater than the 
power of the muscles ak»e.TUspOii«rbcdM sfailGfau- 
ryoku, or focused power. 




If the body as a wbc^ moves in an unfocused way, ttiis 
sort of power cannot be devetoped. By using sfafictaft-ryDku, 
aD of tiie power that Is brought together from Ae whole 
body can be sent out dirough one point If one part Is loo 
quick, or is Jate, M will noC work. If (he whole botfy is ime- 
graied ts It manes, its power will be Ihe power of die 
focused center line coocentrated into one point To put it 
aoodier w^, shudiO-ryokn Is chusfain-^loi at its exteenie. 

In order to devdop sfatkM-iyokn, it is fmportant not 
to tiepfnd on ifie strength of the upper body, ffyoudouse 
that stceogtb, the flow of enei^y will be stepped and you 
win not be ^ to transmit sfaficMi-iyokn. IlKfcfcn, in 
developing concentrated power, it is InpOflMttteMBn 
tliat your body is in a relaxed mode. 

In aikldo tedudques, it Is enth^ dirough (Us ooo- 
cenlrated power that the power of die techniques is devd- 
oped. Ibe purpose uf training in basic tw4iniipi«»« is to 
esbMbfatailfaebodydie abihty to produce difidiil-ryDkD. 

The "trick" to concentrated power is in the big toe. 
When we fix die big toe to the floor, power coaxs into the 
hips. To tfiat power you can tfien add the acceleradoo at 
the "spring" action of the knee. If these movements are 
all done K^edier, a very power&d force is devdoped. 
Becaw of dils. devdoplng the big toes ftro^ bt 



One example of sfaOcbihtyDku. Even ustag Just the ioda la- 
ger, t>y conccntndiiig yaw eneiV JMean plodK^ a lat|6 

amount of power. 




kokyG-ryoku 




Bringing together sensitivity, breathing, and rhythm into a 
focused power 



Breath power Is what is developed at the point where our 
am focused power comes into contact with the other 
person. Here, tbe matter of spirit and rhythm (timing) 
are of basic ImportaiHX. 

The matter of the ^kit is how to become "empty." 
You should lose Ae feding of "I wtn try to do this. . . I viH 
try to do that. . ." and instead simply be in a serene state 
of mind. You will then be able to read die odier person's 
mowment and understand the flow of energy. You will 
then naturafly fed ^liiere your own line ofattack will be. 

In dife way you can utilize different tonpos and 
rhythms, not nnvb^ at one speed, but rather choosing 
the one that is most ajqilicable to the situation between 
yoursdf aid uke. Sfaydim is a cesuh cf your own brealfaii^ 
BybcedidBRoalwfaenyoiisfaoukibreadieoat^aadbceflii- 



ing in when you should breadie in, ihythm is created. 

When feeling (sensilhi^). breathing, and rhydun are 
brought (ogedier and beoome one, kolgfU'iyDku, or bretfh 
power, is bom. You wddieottierpersffli become as oae: 
where you lead you will be able to make ukc follow. 

It is not necessary to do any special training in order 
lo get breadi powo-, because br^ power Is something 
that cosies out of your own iedings. If you continue to 
irriB cOBSdoitiously in the basks, yoo will eventually 
realize, "Thb is breath power." Once you have had that 
e}q)erience, by continuing your training you will increase 
its occurrence, nntil evenhtal^ U will become cnutant 
Once that has happened, you will experience what 
Uodfad UesUbtcdUiieoamingaiK witti die unl^ 



Kl 



"Ki" is Hm ma^iy of balance 

foail^ we often use Ate word id,** or enersr^ but 

this word covers a variety of meanings. "Ki" :is it is 
manifested in the performance of lechniqueiii is what 
we have when the compoiients correct posture, 
center line, lireathing, the explosive powffl!' of focused 
energy, timing, etc., come together so diatwe teach 
M of perfect bfllsBce. U inj^ be said 
tteti "ki" is "the m:tstery of balance." 

The meaning of "ki" in the phrase "harmonize 
four Id," refers to seasIttWtjrlo ^or parbier, and cov- 
ers all of the elements that come out of your partner's 
state of bemg, so that power, speed, liming, and 
ihy^ are all part ^ ^Sm misil^ <»l ki in ttiis 
instance. 

As you conlmue your traimng, you will become 
more sensitive to how your opponeitt is going to 
attack you, which direction he is going to move in, 
and ntere he will focus his power. It is possible to say 
that diisabfiity to '^eeM energy" is one of ^ m^or 
purposes of training. 

Delvmg deeper we see thai "ki" is both the matter 
of the unimse, md whtf controls it To harmonize 
with the universe meiuis to be in balance. "Aiki," i.e., 
"harmonizing of energy, ' means to lose your own 
ego; it is the technique of submltttng to the natural 
flow of the universe. By doing that you can effortlessly 
realize your own natural self depending on the situa- 
tion tfaatis iatet of yon. and It is by deveh^^ ftls 
huiomEQr fhtt m &kI die redizittlCHQ of aikldo. 
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IRIMI 
PITERING 



A body movement that allows 
you to move in to the side of 
uke's body 

In irimi, or entering, instead of clashing wiiti uke's 
power straight-oa, you move off that line and move in to ^ 

side of his body to the "saff ■.mo^c " By iisIi^IiIiqI, yoo can 
move your body to a safe position and at the same : 



In irimmiBlmporiant thai you take a half step for- 
ward youndf as your opponent is coming in to attack. 
Never wait for the attack to come. Becanse you yoarsetf 

are moving forward, iikc's power is also increased, and 
by opening up your body al that point the success of the 
enterli^ moWBiem b broofi^ about In additioii, maliie 
sure that, aldiough you are movlnR straight fonvard, you 
are actually moving to the outside of die odier person's 
attack. 





As yuu move forward coaic u> the oui&idc ol liic uthvr person's 



KAITEN 
TURNING 



&ivelop uke's movement in 
your own circular movement 

In ailtido there are not really any strai^ movenunt^ die 

basis is circular movcmcnls, which idlow us to redirect 
the otlicr pcison s power witlioul cliishing witli it. Also, 
having Ae abili^ to nudce circular movements is more 
likely to lead to success in getting our own body in close 
to uke so that we can quickly apply the technique. By 
enveloi^g our opponent's moveraents within our owo 
circular movemenls we are able to comcpteely take away 



^l^^iie drcokr moveiDenls, there are situations in 
which we are in the center and uke is turned around us, 
and situations in which uke is at the center, and we move 
round the line (hat is tiie drcumference of uke's drele. 
This circular movement is not always a simple flat circle; 
there are times when it is a spiral, or when it looks as 
diou^i^s around die smloce <A a ball. Whlchev^ 
one it might be, a circular movement is one that enables 
us to redirect the direction ol power witlioul interrupting 
diefiowofenei^. 

In order to perform the kaiten movement, it is impor- 
tant for your own center ot balance to be finnly fixed If 
your own center of balance f$ wobUy, you will not be ^ 
to make a stable turn. Maintaining this strong center (rf 
balance is also one uf the principles ttiat allows you to 
||[noo% transftf your veigbt iGrom one foot to 



Having Altered, you can ihcii odd the effect of the turn to 
t»lB^ nte nifflclenli^ off-halance, and so can tiasa tppi^ 
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EXTENDING YOUR PARTNER'S BODY 




By causing uke to overextend his 
energy, you make him poweriess 

If yOQ can suffldentty blend with uke's energy so that you 
can "lead" him, at the moment that he becomes overex- 
tended and powerless you apply the te(ihni(|De. M Is 
one (rf the basic principles of aikido. 

For example, if you were to stumble and lose yoor bal- 
ance, you mi^t soon regain your feet, but if you were to 
onnpleteiy trip, dien all you could do mxikt be to M 
om. Extoiding uke's boAr ffletns dnt yoo se able to 




BglttlOttditohbelbovtilllhiwapawiriblete 



control over his own balance. By extending the body and 
then applying an effective technique, it is possible to 
cause a potentially highly damaging fall. 

In order to achieve that without interrupting uke's 
oiergy, you need to lead him so that his energy is always 
extended beyond his bodf. Ju^ lite pulling on die hand d 
someone who has alrea^ started to fiall over, it is bnpw- 
tant, once you have taken uke's balance away, not to give 
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TIMING 




when uke comes to push at your shoulders, at die exact 
momeot that his elbows are extended you use your shoul- 
ders to push back. As though he hits been thnisi with a staff, 
all of his attacking power is reversed. 

;■ . I 




Grasp the moment to take over 
uke's power 

The ideal of aikido is to ^ a snail amount of power 
for a ia^ effect An ifflptvtaitt part of achieving dils is 

voiir timing at the moment that you make contact with 
uke. However maiiy moves and techniques you 
remember, If your timing is not correct the technique 
will be "dead." On the other hand, if you c;in skillfiiily 
blend your timing with uke s attack, even il you do not 
perform any particular technique, you wiU ^ be 
to inflict severe damage. 

Whether it is blending with your partner when he 
comes to grab you or strilce you or, altenuMy, 
sl^ikin}^ him, whatever you do, timing is what gives it 
life. If your liming is late, yuu will be crowded out by 
uke; if you are too earty, uke will see your movement 
and change his attack. You should apply your tech- 
nique exactly at the moment that he commits liimself 
to the attack— diis is proper tifflhig. 

Utilizing that split second is what is called "harmo- 
oiziog." It would be correct to say that in aikido all tech- 
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USING YOUR PARTNER'S ENERGY 
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Catch the timing of tlio 
oncoming oneigy 

Bjr using idfie's oDoomiiv eaecgr « he comes to grab 

your hand, you are able to create a situation in vMdti 
be will become completely powerless. For example, tf 
as uke comes to grab your hand and pusb it, you 
blend with that energy and pull your own wrist toward 
yourself, you will be able to unbalance uke before he 
is able to irididrair his hiai Allefnallwefy, If he puBs 
you, if you blend with that andffioveatthesmetfiae, 
you can utilize his pulling energy. 

In the idxive C9QHiq)le, If ymif dming Is late you will 
lose to uke's energy, and if you are loo early uke will 
release his band. At Uie veiy moment that the power (tf 
the grabbhig hand is applied, that is when you must 
use uloe's energy. R Is no good if you simply pull your 
hand in. If you are properly focused, you will be able 
to create a rad connectfon widi ulte's energy. 

If you can control this timing well, at the moment 
that he is unbalanced uke will unconsciously grab the 
hand more strongly In order to support his body, and 
at Uiat moment will not be able lo rckntse his grip. 
Once his grip is strong, you can lead his energy and so 
come into a technique. Which technique you use 
depends on die poation of the hold. I->en if die energy 
(grip) is fixed, by offering an opening you can blend 
widi uloe's poffcr, and you will be able to make use of 



CONTROLLING UKE'S KNEE 





Wku uke grabs our ddgl, by redirecting his power along tiis weak line, we can aobftee him by w^ of Ids kuHS. 



Apply your energy against the 
weak point 

In aikkkt we have many techniques In which we lock 
uke*s wrist However, simply toddng out the wrist Is not 

enou{^: we must also apply (he techni(|iK> to iiki^'s lower 
body, so that uke's knee Is knocked away. Thus we are 
able to see that tte technique has had a real ete Por 
exunple, In nik^d, if we just lock llie wrisi and ukc has 
sufficient strength, the technique will not be effective. If, 
however, we send our energy through the wrist in order 
to (lestahilizf the knefe, even If uke resists we will be able 
to unbalance him. It is perhqM possible to say that an 
aifcldo teehalqBe is wluie we are able 10 unbalance the 



In most cases, when we try to apply a technique, we 
concentrate only on die place where we think the control 
will have Its effect, and often we tiy to apply our strength 
against the angle where uke's power to resist Is strof^est, 
so there is a cla^ of power Bui how ever stroi^ uke 
is, there Is always one Une that is weak. By redlrectbg the 
power hito that line and thus tucniiQ all of uke's pow«r 
back on hhnsetl^lieivfltfiBlto#le#k^ his foel (mg 
on balance). 

In order to find that Une, we must work to improve 

our overall sensitlvi^ to, for example, how uke looks, his 
posUire, balance, and so fordi. In order to achieve that, it 
is necessary to experience miuiy (fifeetf sorts <rf power 
oaonromnfaodjb 
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ATEMI 
STRIKING 




The moment of contact becomes 
the strike 

The founder, rcshibaScnsci, siiiii. In :i rca) halllc, atcmi 
is semi^ percent, technique is thirty percent." The train- 
ing (fast we do In the d6)6 Is deslgoed to teach w wkm 
sorts of U'ctiniqiics. (he correct way to move our hndy, 
effective ways uf using our power, and how to create a 
fdKiittdrip widt die oiber person. 

In a real battle, we must use (he power thai we have 
developed in our bodies in the dojo and use it explo^vdy 
In >Bln9int;mnBist deckle the outcome of Aefi(^tt^ 
moment. In that situation atemi becomes very important. 

In aikidu, we don't use any special strength to apply 
fltesiL Jast like Ifl all the Other techniques, we €fln gene^ 
$to p09Kr throuRh the use of focused energy. Tor e\am- 
ple» in tfK case of shomen-tsuki, if you can use the troat 




In die case of someone comlnf; to attack you 
from the rear, if you ha\f ;ui iinilerstatKiifij; 
of distance and timing, yuu can your back 
to stttttt Aeo. IUb It ft wbtfoa of ML 



movement of your body, all of the body's enerj^v will be 
InDSfinred into your fist Basically, diis is the same as the 
pchidple of hlrikl no yOsel (elboir power movement) 
(see pages 32-35). 

In atemi, tuning is of course very important. When uke 
comes towud you, if you can ttme It so dntt you msim 
yWHT strike at the moment that he is off-balance, even 
wlftmft iising strengdi you will be able to hit with great 
ipmnv. 



Strikes as they are used in aikido are not Umited to 
fust hftdi^ wtdi the fist or tegstana (side of die hand). If 

you make contact with uke with focused power, that is 
^emi, so it is possible to use your shoulder, your back, or 
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ICHITAITA 

ONEJiGAlNST MANY 




HoM an opponent to calch 
anoppomnt 

One of the distinctive features of aitddo Is that II 
Is not just used in ooe-on-one situations but cm 
also be used when bdng many opponents. If 
you arc facing muUlple attaclters it is of course 
Important to maintain your own strong posture, 
but It is also Important to be able to perceive the 
situation of your opponents. 

Eadi (qiponent who is facing you is also con- 
centrating on Ae person opposite him, so his 
attention is divided. That weakness is v/herc you 
attack. If you move forward and offer yourself 
for attack, your opponents will be affected by 
that and will simultaneously come forward to 
attack as weD, but a tiny time-lag will appear 
between eadi of those stacks. If you jump for- 
ward at whoever is fastest, and turn your body 
correctly, that first person will bump into the 
person opposite hfan, and they win become con- 
fused. Basically, that is the principle of "hold an 
opponent to catch an exponent." In this way you 
can create confusion even If diere are a group of 
people facing you. 

In die above scene, as you change direction 
wttbout stopping your movement, your dicnfaff' 
body movements will liave a grcal effect. 
Because of the necessity to react quickly, alemi 
cm be used In many ways as you make your 
attadL 



By moving forward yrairseif, an (tf your oppooenls also 



as 



TRAINING SYSTEM 



Training begins with basics, and it returns to basics 



Kihon Dosa / Basic Movements 

We traio in kihon dosa in order to learn the basic body 
moKments of aikkb. tlwre are six baste movements, 
each one of which c.u\ be performed alone or with a piirl- 
ner. They are: hiriki no yosei ichl (elbow power IJ , hiriki 
no yOad nl <eHxw power 0), td no hoikS Idd (bodf 
chiini^c niovement I), tai no hcnko ni (body change 
movement U), shumalsu dosa icbi (after-class exercise 
0. slifimalsii d6sa nl (after-dass esecdse D) . Beginners, 
who iisiKilly perform the movements without a partner, 
learn through them how to focus the power devdoped by 
their whole body, how to do entering and turning move- 
ments, and how to maintain a stable posture. Higher 
grades, who perform the movements with a parmer, tak- 
ing on both Ihe role of sh'le and of tike, develop a sense 
of connecting with ihc [uiiincr's energy. They also team 
how to use the partner s weak line in order to unbalance 
hloii bowio denltip bieaA pom, andso foiih. 

These movenMn|imlie|l»|0|p4^eQip^MkaD^ 
with a sword. 



KilionWaza 
B«ieTKliniqu0s 

In Basic Techniques we allow uke lo make various attacks 
(Le., using his power m different m^) , and then use our 
tediiri(|ue In order to conqileie Ae loMnclloo. 

# Siiwari waza fkneeliog techniques) — techniques 
performed when both people are bdng each other in a 
kneellog positioa. Iliere are as manjr loiee&ngM^^ 
as there are standing techniques. 

# Haanri-handiwhi waza (one kneeling, one standing 
ifirhrtHM^ IWliniiiues performed when sh'te Is In a 
IttedhQporiIku, and nke mates hta attack from astand- 
logpofliikio. 

formed when bodi partners arc standing. 

# Usliiro waza ("u^uro" means "behmd, rear") — 
rili!ialpiiiiti<Mch nhe attacks firom the rear. 

Siiwari waza ;ni(i Iranmi-hnndachi waza are left over 
from die palace teduiiques uf the olden times Iwhen the 
ooMilr iiMU^VMil ffladi of liMtr tine l«teen In a 




kneeing position], and should be done nsing shikkd 

(knee-walking). These techni([iics cotilributc greatly to 
the stro^ and Qexibihty of the ankles and hips. They are 
also very ioipoftant getdng die body vsed to die Idea of 

moving from the hips. Once you are able to pedimn 
suwari waza, tachi waza will become simple. 

Pomtetojememher when performing basic 

The movements of the basic techniques are designed 
specifically to show us how, by using rational methods of 
griAig ttergy, we can find a teduOqiie that will unbal- 
ance our partner. Therefore each movement must be per- 
formed correctly, and you should make sure that you do 
not **make it up" by yourself. 

To avoid confusion when performing basic tech- 
niques, when you are uke you should not use your power 
to try to ovenxMne sh'te. HacmonhK your breadiii^ wldi that 
of sh'te, and allow the technlqne to be performed correc^. 
In diis way, you too will come to understand the correct 
'wqr of oshig yilur power iriMtt peilund^ tte tecbriqiiK 



Applied Tschniques 

These are techniques that have developed out of the basic train by performing the technifjiie in one flowing mowfr- 
techniques. While in basic tedmiques we separ^ each meoL We are also able to practice applied teduiiques with 
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free-style Techniques 

This is tratiiic^ in which the attack your partner is going 
to make ^ pndecided, for example, shomen-uchi (front 
strike) or katale-modli (oDfr-lumded gra^). Your part- 
ner coniinues to attack yott In Ito way while you haveUie 
freedom each time to choose which technique to ;^>ply. 
Yoo can use die ho&f movements and the ledirectloa of 
power that your body has learned through training in the 
ba^ic techniques wtiite nuking the realistically continu- 
oos movements of the various free*styte liliipi$^ M 
can al.so evpaiid your tniininj^ by hai^flMtf J^Kti^ase 
two or tiiree dillereul attacks. 




Free-Style techniques against multiple 
attackers 




This is where you perfonn free-stj4e tedmiqucs against 
two, three, or more opponents. It Is Important to move 
with the whole of your body, and to move in such away 
tibat you always maintain a stable posture. You can also 
introduce dilTcreni attacks by having one opponent attack 
empty-bandedf one attack with a m>^ and one wfth a 
knife. 



Other training 

The hi^est and most difBcult level ul training is to unbal- 
ance someone who has locked out Aeir stroigtti specifl- 

cally in order to stop you from unbalancing them. In ftft 
Yoshinkan, &oks (Headmaster) Gozo Shioda shows to* 





EXPUUMATION OF SPECIAL TERMINOLOGY 



Circular 

This term is used, for example, in "Raise the tegatana 
(cutting edge of the hand) in a circular movement," 
or "Move your 1^ fHWud in a circular movement" It 
means that your movemeot diouU describe an ttCi 
ootastralgtitlitte. 




To turn over 

For eniBiile, iPanlbe dlNnir over," 
der over." It means that you should turn thai part over 
so diat it is £adng In the opposite direction. Actually, 
when we say iilie*s dbow and shoulder over to 
the front," what we mean is "Turn uke's arm so diat 
the elbow and shoulder are being forward, and uke is 
BObaliaced In that dlrectloa." 




Lockout 

For «cample, "Lock out the wrist," '*Tbe elbow is 
locked out." In diis sense, 1o lock out" means "to 
apply pressure Into the joint." The meaning, for 
example, of "Lock out the elbow" is "Apply pressure 
throi^ die wrist up Into the dbow." The purpose of 
this control is to prevent the pntkaitar fofait frosi 
bdog able to move. 




Tolix 

"Fix your power," "The energy is fixed." Lead uke's 
power so diat it reaches its full extent of movement, at 
which stage uke loses his ability to puU back or wfih- 
draw. By fixing the energy, oke is not able 10 let gp of 
the hand he has grasped. 



Opon up 

IUb usually means either lo the dght or to the left. 

"Open up your front foot to die left," means that you 
move the foot to die left and also turn your bo<fy to 
Eace that way. "Open up your bodt^ to die rear" means 
that you make a turning movement to the rear widi 
your back foot and also change die direction diat your 




The basics are onfy aguuiing principle. 
Your sirongesi posture is the one that fits your comtilution. 
TtnUcamot be taught to youj 
You have to flnditfor ymrs^. 
Mis notaquesfim of widening your stance or narrowing it, 
Ifthe truth be told. 
But, people wsU do what is comfirtable for them, 
So if you atbw them to, tbey w^^mm^ffgifmht^ 
That is why, you must always return to lltjl^if;^ 
7hisiswbatisit^)ortant. 



— Gozo Shioda Sayings (II) — 



KAMAE 

BASIC STANCE 



The basic posture that will allow 
pn to develop breath power 

Originally, there u:ls no position in aikido that might haw 
been called a "basic stance." The founder, Morihei Ueshiba 
Sensei, vhile saying that the bask stance was "to open 
your feel to the six directions [north, south, east, west, 
up, downj," also wrote, "The complete kamae is what 
arises from where the gods lead you, depending on tlrae, 
Autfton, the lie of the land, the spirit of the moment — 
famae is what is in your heart" Lfrom^M^J.sothatthe 
explanation for theteal iHille ts-WfiS^tB the drcum- 
slances tiKiiyoii ;irein. 

In the Yoshinkan, in order to learn the stance that is 
necessary to develop breath power, we introduce kamae as 
Ihe most basic part of our training. 

Through training hi kamae, we learn to O maintain a 
stralj^ balance, O keep our hands, feet, and hips on the 
center hne of die body, O maintain correct posture with- 
out hanng to make an effort, and O extend our spdrtt for- 
ward. For beginners, the stance may feel my onnamrsl; 
we iniin so that eventually the body will come naturally 
into this position, if you can naturally assume kamae, 
your body will have started to gabi the ability to develop 
hrealil power. 

Vhen your right hand and leg arc forward, you are hi 
light-handed kamae (mlgt hanmi kamae), and &i the 
opposite position you are hi leA^ianded kanue. 

Fnt Tbe distance between your feet should be one-and- 
a-half times the lengdi of your own foot. Both feet should 
be standing on the same line, wiUi the toes pointed out- 
ward, so dut tf die M 0f ite finM iMrt^and Atf ten of 
the back foot came together lhc7 would make a right 
angle. turning die toes of the front fool outward (and 
biAtg lie balance over the front foot), you are able to 
make a turning movement more easily. Make sure that 
neither heel floats up, and prtss the big toe of each foot 
Mtr^ tMnuit. M is also good trafnii^ foi^tti 
tees, vS&ikmm fsatmimlt^miiBiai^Mmm, 

KnMS Lightly bend the front knee, and keep die back 
knee completely extended so that the back foot sn^ Into 
the extended position. Your balance should be sixty per- 
cent over the front foot and forty percent over die back 
foot You should not be supported by Ihe front knee, but 
rather the Ixidy shouU extend straight 19 from die bac^ 




foot. The front knee dioufal be ibose enough ihttit fwi 

move freely. 

Hips Your hips should be stable and facing forward, 
exactiy along the front hne of the body. Be careful, as it is 
easy to open up sttghtfywMtte Upotlfae iMitSegtildB; 

Upper Body Extend your neck and spine. By extending 
ltosfl|h iNKn your back foot to your neck you can 
ensure that your whole body will be leaning forward in 
one line. Relax your shoulders, and make sure that you 
don't open up your armpits. Keeidng Ae lM|tta|||t 
one of the charadeMa of attdda 
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Hands / Anns Open up ihe fingers of the hands. Both 
the upper and the lomr band should be held along the 
center Ibie. Ihe upper hand jdmild be in Une ivMk die 
chest, Uld ific lovvtT hnnd should be one fist's length away 
froffl the abdomen. Hold both elbows so that they are not 
overextended, llie fingers of bodi hands sboold be potnt- 
Ing at the base of your partner's throat. Beginners tend to 
need strength in order to keep the fingers opeai, but kaep 



Spirit Your spirit should be sent strongly forward, but 
you flhould abo hare a ''sttn mind" so diat ;ioti can leict 

appropriaif'lv liowocr your opponent might attack you. It 
is also important that you don't focus only on the person 



Fwins yoai pwtiMr to kanM 

Then fatinf; a partner, ma-ai (the correct b:Lsic dis- 
tance) is one lataoii, or about 1.8 meters. AUhough this 
ffin-o/ ndgfat seem huge for M eoqiQ^handed 8^ It has 
a purpose: by leading our opponent Into IUb W 
can maintain die Uutiative. 

When fiidng an opponent, oar eye-Hne is hnportaitt 
(i.e., the way we observe onr opponenl) . By focusing on 
the other person's eyes but maintaining awareness of die 
whole of hte body, we can toKl his body's mowments. As 
we improve thr^)ugh training, by seeing the changes in his 
eyes, we will be able to read his next movement and also 
his state of rabid. 




Ai-hanmi kamae/ mutual kamae 

I'artners are facing each odier in the same kamae. If both 
sfate andukeareln right-handed kamae diey are in mlgi 
al-hanmi kamae (mutual righl-lKiminI kjiiKic), and if 
both are in left-handed kamae they are in hidari ai-hanmi 
kamae (rauiuat IdMnaded boiae). 




Partners are facini; cacli other in oppositie kamae. When 
sfa'te is in nght-hundeU kamae and uke is in M-handed 

handed opposite kamae), and when sh'le is in left-handed 
kamae and uke is in right-handed kamae they are in hidari 
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HIRIKi NO YOSEI ICHl 
aBOWPOipj 






Raise Itie hands as you are 
moving forwani 

Hirikl is an old Japanese expresskM meaniag ''elbow 

power," and in aikido icrms it has come to mean 
"breath power as expressed through the elbows." 
This elbow power oiovement is the baste kxm that we 
use to teach the body to develop breath power. In the 
(1) movement, as we move forward and backward, we 
also leam the movemeot of raistng and cutth^ down 
with the hands. The explanation that follows refen (0 
the movement as it ib done with a partner. 

(D like i4)proaches from (be ftottt dtagcmal and grasps 
your lower ann in bolh of his huiids, fixiiiK ii so lhal it is 
uEiiible to move. If you are in a migi-hanmi kamae, uke 
grasps linnly willi his right band, and die left hud 
cones from underneath to assist In die gripping. 
tS>-^ As thou^ extending forward with the hips, slide 
fonvard with the front foot. At the same lime, with a fed- 
ing as though extending iorward with the elbows, lalse 
both bands op la a cMsr mowmctt aNg the bo4^ 
center line. 

Uke's Position 

A.S .sh'te miscs his hands, yuur elbows are raised up. 
(0 tiring your balance forward strongjy over the front 
koce, and puU your back 1^ up in its extended posltkm, 
so thiU you wdl be hi a leaning-forward position. Once 

you tuivr rinsed holh h:inils, the lliiimb of the upper hand 
should be in front of the head, and the llumib <tf the 
lower hand shoiikl be potntiDg it die nose. 




®-® Move backward by sUding the back foot lo the 
pm ntt atf down wiifa both hndi^^NniiiirBiiNi^ 

ment Pull back the front foot so that you return to your 
oxiglaal kamae po^on. Make sure that your balance 




rMPORTANTPOIlVrS 

• Make sure th:it you dOII^ 0|pi Op Vlft fOV Mfi W 

you comt' f'onvunl. 

• Don'l leave your back foot behind you. If your hips are 
truly fiKing forward, by pushing forward with your froot 
IcMeyoB will uttunlty be able to pull your back Iqmp. 

• Make sure that you don't have your balance over your 
back foot as you move forward with your front foot, and 
also be careful that you don't do the opposite and lean 
forward so much so tliat your liips begin to "float." 

• Don't lift Dp die heel of the back foot. 

• Don't pay attention to tiie fact that your arm Is being 



held. I.e.. you should do the teciMi«W:ipgf||Wiil^ 
were doing it by yourself^ 

• DontI 
body. 

• DmI opca fom dbom to the ikk, aad dm*! niM 
your shoulders. 

• DfHit move in such a way that the diffetcat parts of the 

body move separately. The whole of die bodf kbOldd 
move la time with your breathing. 




Your hands, feet and hips move in one line 

litis Is how the monmefit looks when you are dohig it 

;i]()iit', as sct'n from ihv fninl. Ymir l);mds, feci, and hips 
ail move keeping to the center line of the hodf, and the 



bodf keeps foung straii^t to the front In this maaner tte 

power Trom the whole of the body becoines focused, and 
that power can diea be transferred through the hands. 




The balance is brought for- 
ward by the forward move- 
ment of the hips 

Qy® This movemeot involves more than just the feet niov- 
ing forward. Us Ae mon foiwud, the hiktmMeit 

brou^t forward. At the same time, Ihe back foot is planted 
into the mat as though Ibnistii^ back with a jd (wooden 



extended, so thin die baclt, knee is compldely locked oul and 
the back of (he foot is Axed to be mat— lUs Is the haafo «f 
diemowmeoL 

d) Once the balance Is suffidendy over tfie from foot, pu^ 

the front knee forward, liven when llif niovciiicnt of the front 
fool has slopped, die hips should continue to nwve forward, 



achieve this, It Is importani the from knee ninves for 
ward in a full movement, tiy pusliiug the from knee forward 
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HIRIKI NO YOSEI Nl 

II 



As you transfer your weight raise the hands 




Ttds Is die movement that you apply when the hand that is 
down by die side of your body Is grasped; to nise Ae 
hmds, you use ihe pouvr (hat is generated by iransferring 
yvxff weight and changing ihe direction d your botfy. In 
allddo we dont fust nse die power of die arms, but nUber 
we use the power generated by Iransferring ihe weight in 
exficulii^ die technique. Banners easify lose baiaoce as 
dl0f are making diis transferring movement ffirlkl ad 
yosei nt is therefore designed lo ti'iu li us how to transfer 
die weight while maimaining a stable posture and without 
iNfag bdnce. R ti also my eftcttve at bicreisfaig die 
flexibility and sirenf;th of the feet and hips. The explana- 
tion diat Mows refers to die movanent as it is done with 



(D-d) From die same posftion as in (i), when die hand has 
been gripped, toni womd. keqrtng tbe balmce over die 

toes of both feet, so that die body turns 180 degrees and is 
fating the opposite way in htdail banmi. As you do so drop 
the right hand, sdil in kamae position, so that h is hanging 
down by die side of your body. Doat use your strength to do 
drils, and dm*! aBow your hand to be too &r forward or back. 
® Advance forward with the lefi Fool in il)c same vtf as in 
(I), and come to a leaning-forward positi(». tap both 
hands hi tbe same positloiL Doot pnU die Inod lo 
tomnl you. The movemett as dooe op to dds point is^tbe 
prepandory moveflMOt. 

(T— As you transfer your weigjit from your left foot to yom 
light foot, kee^i^ your wei^ over ihe toes of bodi fceiC 
ten Mdtediectteriwy. tl a g ah a wUk flie mowanegtrf 
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Ae i^per body, Ining yoor li^ hand 19 from Its posilk^ 
tfie side of your body in a drcuUr movement, keeping it in 
line with your center of balance, so thai it is raised to liead 
height. Raise your left hand as well, making sure that it sta^ 
directly la front oC jfour kK^ aod bflag It to nose faeighti 
Once you hire firatod iflie^lncnibig flMveoieal you ibasiA 



iMPORrAmrpoum 

» Bwit pcrfonn flw mnmaA in sach « wwy dutt your 
center of balance stays between dw ftMt and back feet 

and you merely turn your body aroond. 

• In the middle position of the movaMM; MMke fare 

that your wei^t slayii o\ er your loes. 

• Do not wait ontU you have Tinished the turning move- 
Mt to nlse the iHMto. Make Hire thnt you nl^ 



have laised ibe bands In Ifae saiae posttkm as In hiriki no 

yosei ichi. 



(iWD As you return and transfer your weight from ri^t foot 
to 1^ foot, cut down with both hands along the same path 




as you are ntaklng the turning novcoent, Itkfaig care 

flat yo u r eBw w s do «n get stuck too ckiae hi to your body. 

• Make sore ttnt yottr hips don'l get left behind and dial 
Tfvmt My doesnt come to a twisted position. 

• Whhout dianging die he^t of your hips or knees, by 
transferrti^ your balance In a horizontal a w went jiai 
cna keep yoar inlijbf over th« laaw Una. 



Control the whole body as one unit 



•Wldwut changing die height ofyourhips or your knees, 
and bymoving In a hodzontal turning movement, you will 
be able to transfer your wdf^t from one foot to the other 
vMe moving your center along die same Une. Yon shouM 
not move away from dils line— lo die left or to the 
right— widi either the upper or dKkmer body. 



• The turn of die hips, knws, and ankles, togedier 
die raising <rf the hands, shoukl all take place in (Mie move- 
ment In dme nidi your breaddng. lUs means that all pacts 
of die movements shouklbodi start and flnisfatogedier. 
(The dhignm bekmr shows die movement oC die vfaote 
boify as seen from above). 

a — left knee 
h— l<-fi heel 
a' — right knee 
r— rij^beel 
e— hips 
d — i^hand 




TAI NO HENKO ICHI 
aWM^IANGE MOVEMENT I 




i 



The hips move in a V shape, the 
basis of "body entry" (irimi). 

Tliis Is the method of training the body movement when 
beii^ puUed. In one smooth movement the hips move for- 
wd la a V dwnglPg tfK liiw of power aid 



like to become powerless. By conm)lling your own hands, 
feet, and hips along one line, you can come lo a stable 
posture. This movement of the feet and hips Is the basis of 
the body entering movement (irimi) and is also direct^ 
connected to katate-mochi sokumen irimi-nage (otDe- 
hand gnqr, side entetiDg throw). 



The same movemem, ^own from different an{^, Is intro- 
Aiced both for solo practice and for practloe with a paitoer. 
® From migi :U'i)-a]inii kaiiuic. iikc gr^Lsps your left hand 
wHh his right haiid, and puik in a sU^aight Uoe. 
(D Blending with the pulling power, your left foot passes in 
front of your right foot in a circular movement, and the 
pabns of your left and right hands lace other as they go 
forward. 

® Sliding ihe left foot forward in a circular mowment, 
diange die direction (rf your hips to die left. Hie palms of 
both your hands are ^cing up. with the left hand at head 
hei^t and the right hand at chest height 



<S>-(S) Keq)ing the upper bocfy in Hat position, brli^ your 
1^ foot forward in a large movement, keeping the balance 
forward. What workinji with a jiariiicr, ymir left himd enters 
into the left of uke's neck wiili a circular movement, your 
ri^t hand comes pahn up along the side (rfute's bodtf. Voor 
left foot moves forward btiween uke's feU 
(D-<!) When coming back on the return mowment, slide 
bark your k-fi foot in n liii; iiiovomeot, and at the end sdide 
your right foot in so that you return to the origtoal pgs&loa. 
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TAI NO HENKO Nl 



Redirect the energy by making a SS^degrae turning movement 




This is the method oi redirecting power when being 
pushed. This movement enables ns to make a turning 
mOKOieat "lenkan" wliite majnluining a stable posture, 
60 tliat bjr laepin% the balance over the same foot and 
imkta^ a bimlng movement to fbt tear, we can uabal- 
ance ihe other person. Many ""Mimrlng ledhotques 
develop fnttn lai no henko ni. 

® From hjiLtri gyaku-hanmi kaiiiue, uku grasps your left 
hand and pushes io a straight line. 
dMD Bieoding with the pushing power, keep the balance 
over your left foot «id make a 95-de^ tun to ttie rear 
with voiir rii;hl foot. At the same lime bring yoUT left liaiid 
^uuod in a scoopii^ movement so that it comes to dicst 
height with the pabn fiuing upward. The right hand is turned 
In Ae same «^ as Ae left hand, and is bfOdi^ 1^ 10 hip 
hel^jbt 



Uke's Position 

I'ivoting around tfie pobit where you had grasped, your 

I'lhow is bent inward, andyoWpoinviSKcBMOMdformfd 

in a circular muvcmenL 

®-(S) Return along the same path so that you Gone btdcin 

your original position. Rop«aifaen»vemeQL 

LMPORTANT POINTS 

and drop your weight straight down over the front foot 

• In order not (o bring your balance backward, make 
sure that you turn wilii llie reeling of turning forward. 

• When yon make the lum, make sure dtat you keep your 
tiands, hips, aid feet on tlM same Une, and don't aUow 
die different poti of your body to get o«t of ■Ugamenl. 

• When yon torn Ae hands, kttg 1km M die Uae thM 
extends forward (rum Uie iiips. Donl to tfw W M I Il— I 
Just by pulUng in with die bands. 



9S 



Keep your 
wrist fixed 
to the palm 
ofuke!s hand 



Vhen we "Turn ymir hand around In a scooping move- 
ment," we mean that you should turn the wrist over in judi a 
way that uke's four fingers, starling with the little finger, are 
caught up in the turn. By doing the movement in tfiis way you 
can make a real connection with uke's power. Because uke 
has pushed in a straight hue and can no longer release him- 
self from (be poiol vbm he gripped, his elbov is bent 





COMMON MISTAKES 

• You lose your center of babuiw and your weight 

£alls backward. 

I You piiU your baud 10 the side and therefore lose 
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This is a combination movement designed to 
us to hartnofiize ojyir enerny with our partner. 




This technique is called "aftcr-clxss exercise" because 
ai the end of iraining we do il to stretch die body out. 
Ori^iui%, Its pufpose was to teach us to move firom 
one position lo another while mainlaininf; a stable 
posture. By doing it in one continuous movement widi 
a paitna-, it also teac^ Bs to be seos^ to dw oM 
person's enei^. 

^uiniUsu ddsa ichi is directly uinnected lo ryoie-muchi 



® From rnlgl 
and pulls. 

You move forward and to the right from Siefreril 

foot, and changing the direction of the pulling power, 
lirin}" both hands up so that they are extended in front of 
iIk' chest. Hold die hands in a circular ^liaftu as lliuugh 
tlie palms were holding the mface of a ball, and make 
sure dut you dmt open up ytMir dbows to the^de. 
(*Mf) Movini; paralli'l lo ihc line you were ori;;in;illy- 
facing, make a large step forward with the it'll loot, and 
as you bring your wei^t over that foot, bring your han# 
up In adrcular movement to the frntt cf your head 
(D-CD Keepfaig your wdght over die toes of both fee^ 
iransfer your weight from your left fool to your right fool 
in the same way as in hiriki no yosei ni, and as you turn 
your body slide the left leg forward. BoUl of your hands 
suy in the same position as in die previous mot^raj^ 
and die arms exttnd stral^ tq> hito dw air. 

Uke's Position 

Keeping your loft hand holding sh'te's right hand, allow 
yotir body lo Inm and slide up in lime willi llie imwe- 
menl of sh'te's back, and hold ini lo Sh'te's right hand 
with both of pur hands in ajposition behind your head 
(IMi) As yoBUKW forward hi a Mg step wftfi your rigin 
foot, keep your hands in (he extended position and cut 
down wldi Uiem to shoulder he%hi, and bring your bal- 
amx Strong^ over tfie frontibot, 

Uke's Position 

In time with sh'te's forward movemeid, move lo the stde^ 
keephigyoiir grip on his ri|^ hand, and allow your body 

to be bent back. 

® As you bring up the back fool, return to migi-hanmi 
kainac. If you are woddiig wiUi a paittoer, tike coffedt 

distance ima-ai) and face each ettef. 

IMPORTANT FOUNTS 

• In ®, die dlitttttee between tfie A»it itiher yoo hst^ 

made the turn is tht: .siime as in kamae. 

• As you are making moves C^'^.). make sure that 
yuu are not pulled off-line because uke is holding 
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SHUMATSU DOSA Nl 
AFTER-CLASS EXERCISE II 

Raise th« hand as you imdca a turning movenmnt to tiie roar. 





This exercise is lo Ie:ich lis to makt' ctmlinuous move- 
ments without inicmipiing the flow of energy, so Ast 
when somi^hody Rnii)s both hands luid pushes, we are 
able to maJkc a turning movement to the rear, thereby 
chan^i% die <8teetton of fte power and BubalnclHg 
the other person. 

® From bldari gyaiai-haomi kamae, uke grasps both 
yottrvrises, and pute in t stnti^ Une. 
CD-jD Keephig the b:d;uirr ( )vcr the left foot; make a 180- 
degree turning inuvcnuni to the rear, ^de your right 
hand up on die inside ol uke's left wrist and raise iliu 
haid in a diculflr movement 10 head bdgl^ Bring the left 
Imnd aroimd to chest heigbt in a pfllnMip posHkm, in 
same way as in tai no benkd nl (Body-t^han^e Mi)vement 
U). Bring your bodf, lo t Jm posture, and extend the 




Uke's Position 

i'he elbow nl the righl arm should be bent inward, the elbow 
of the left arm .should be led around and up, andyou ^HXild 
be brought off-balance with a feeling as thou^ you were 
nHwing around the outside ci A'le's turn. 
(TMl) KcL'pinj; your lial-ance over the toes of both feet, irjns- 
fir your wei^il from your left foot tu your right foot and 
change the direcfion you are hKis% and bring your left foot 
forward so tfut you are In lounae portion. Raise both hands 
straight above the head, withoot losing tfie eiden^oa of tfie 
elbows. The hands are held .shoulder-widlh apart. 
® Slide forward in a lame stq^ with the rij^t aad bring 
yoorT 



stanw. At the saow llm ci« dBlltt«iibM luudsloflfao^ 

der hei^t 

(7) Bring the back foot forward and come to mlgi-hannii 
kaoiae. If you perform the movement with a partno-, take 
correct (tisixnce {ma-af) and bee each odier. 

IMPORTANT POINTS 

• When you are making die tumii^ Mmnient, make 
sure thai you do not puU your liaad§ lotoi youcselt hgfkf 

the control around die 
movement of your hips. 

• Once you have finished the tunUng movement, both 

Mi» aiunu }m-mmpi^rim^jm from Unc omi 



KIHON DOSA 

BASIC MOVEMENTS: IMPORTANT POINTS 



I you are (raining in the basic movemcnis, there are 
eatm poinls that are vUal for you to observe. As wdl as 



Open the fingers sfrongly 

By opening the fingers, it is easy to extend power forward. 
It m^t appear that by making a strong fist and trying to 
OMrtrol Ae aim in that way we wooM be very poweiH 
but actually in this position the power of the arm is flow- 
ing in toward us. If we extend our arm and allow uke to 
try to bend it, it is therefore quile for blra to do 
flat (pkluffeO), 1^ however,, we stnogj^ open the fin- 




gers, our power is being transferred forward, and it is 
much harder for uke to bend our arm than when we held 
our hand in a fist (picture (2). So if uke grabs your wrist, 
open up your fingers to make it difficub for him to grab 
ytw stcoiqgj^, and 10 nudv easier for )oa to lake 



Bringing up the back leg 

When you are making a movement to go forward, if you 
come to a position vidien your balance continues to 
extend forward, you will be able to develop strong power. 
In order to achieve this, once the 1^ that has admced 
forward is fixed to the mat, continue to direct the energy 
of the knee forward. If you leave the back leg where it is 
and the forward power is stopped, you will not be able to 
extend power. It is also important, in order to keep a sta- 
Irfe posture, to maintain the correct distance between 
your feet Therefore, \^ea moving forward in a move- 
matt, as yra csoend fonnard wldi your finrnt knee make 




It is also imptHtmtvto yon are movh^ forward tfa^ fie 
bade foot is attached strongly to die mat, so sure 
th^ the back knee is stnmgly extended and that the sur- 



Your whole body moves as one unit 

When you are moving, if one part of your body is loo East 
or too slow, you will not have one line of power and ttius 
will not be able to develop shuchu-ryoku. Therefore it is 
impmlant to move in such a way \hal all the parts of your 
body move together, as in hiriki no yosei ichi (figure A), 
a) Raising both hands, b) pushing forward with the hips, 
c) moving forward at the knee, d) moving forwird wldi 



of the above are done together you will be able lo create a 
Single flow of power, and sfafldiS-ryoku wlO be devel- 
oped. 

in (i), as die balance comes over die fi'ont foot die front 
ksee pushes forward, and the back foot slides up. 
In hidki no yosei ni, where we transfer the weight from 
(^ foot to the other, or tai no henko ni, where we make 

hi 
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lige of Ibe oootact of his grip. Vhen nuke a sirtke, 
open the fingeis to generate a lot of power. 

In order to develop tliis ability, you have to pay attention 
to opening your fingers strongly when you are training. In 
die hcglnniag, most peoide use too mudi ^seogth when 



they try to open the fingers, but as you continue in your 

training, you will find that yon arc able lo hold the fingers 
open naturally. When you open the fingers, you must 
mate sure dut your spirit Is also being sent 
ward. 



(J) 





heel to "float** In this way you will be able to move for- 
wanl wttfaoutiabliq; andkweringyiNir balam 



move together, the hips and the 
hands are tbnfs fadag <Brecdy 

;il(jng the body's front line. If the 
body becomes twisted the whole of 
the bo(^s timing wffibelQsi 




SHIKKO-HO 



'"Wv-mm linr «an% «l« 4stiiS « todmiqDe from t 

kneeling position so that wc can move smoothly without 
losii^ our balance. Make sure tbat your hips don't float 

abo mate sore tfiat yoo don't do (lie oppostte and 
your hips behind by using |iist your feet to move with. 

(X) Cctme to sdza (kneeliiigpofilltaa) andstnd up on your loes. 

Keqting your bshnn over tfie right knee, nuMB for- 
yttaA with the left knee ihou^y pushing fofTOd «4lh the 
ladps. As you do this pull your ri^t heel forward, so tfial tlie 
beds of both feet do not become separated. 
(S>^ Once the balance is over the 1^ knee move forward 
wiA the right knee and bring the left heel next to die right 
heel. Make sure that your weight doesn't full tn (he rear, ami 
that your balance moves forward widi the front knee. By 

IMPORTANT POEVrS 

• IWake sufc dut your hips doat **floar and dutt yonr 
balance docsnt go up and down 88 you move. 

• Keep your body stn||^ lAaw ih« Ufi, and dont 

move frtim side to side. 

• Make sure dial die front knee — the luiee ttiat Is mov- 
ing forward — docs not come inside so Uwt it crosses die 
otnlBf Une irfdie body* 



• When you have nnishad cnch pnt of the movement, 
your body will be in a "half-on" position, hut make sure 
that die main line is straight forward. 



• In order to move backward, pull the heels backward 
Inaclwnliw ingwwwt. 



COMMON MimKBS 

Leaving yoor back bed behiad, or tumliqtyotir hips for- 
ward or to the remr are oomnoa mistakes. Hake sure 
Aat iNMk of yo*r Maaaqr nndc»Mlli y ongH pa. 



Pvlluptho back heel 
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Turning movement 

When you waiit to make a turning movement from a around as Lliough cliasing the movement of ihe Iiips. 

kneellii^pf^tkm, bringyourbalanceoveroneofyour Make sure that as you turn you (km't 'Afloat up" 

knees and turn >our body annmd. Bolh heels come thefal^aiMltlienforebfesk|Darp06t^ 







' ' '' 1 
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UKEMI 
fALUNG 



Fbnward rolling fell 




Forward jumping roll 




4ft 



To prmiMt i#uiy when thrown 

The llirouin;; techniques of aikido include simple throws 
as well as techniques where a twist is added. The art of 
bffing not of^ofMesyoB to i^iaipe inlay, iialoMfov 
to move qtrickly lo ihc next -.iitat k ^liichcvcr fall you do, 
in order oot to hit your head, your eyes must be iookii^ at 



the knot in your belt the whole time. The following falls 
are representative but in reality, depending on the situation, 
you adqittotedicnntfflDOO Id Older l(»piQlea>w 

By taking these falls in training, you will be 
stren^ and OexibiUty in your whole body. 




•Us is the basic method <rf rolling forward. 

© Have the samt- sitle Ir.ind and foot forward, and tntn 
the hand so Uiai tcgaiana i>i facing forward. 
dWD Turn your head to the side, and make the ^ so 
that the whole line — from ibe hand duougb to die out- 
aide of the arm — comes Into oontKt wMfa Ihe nut, aB 
travelling along tho same line. 
®-<D Tile oilier hand lies next to your hip in prepara- 
tion, and as the spine comes into contact widi tfie mat, 
dap the mat wUfa thai hand. Don't turn your bo^ to the 
side; the body moves along the same line ri^lo die end. 
(T I 'Miig your left foot as afufcmm^ osc the momeittini 
d the roll to stand up. 



• You can be dirown from different anples, ami this fall 
is use&ii for many of those dirows. it is speually useful if 



®-(S) Move slndglit forward wiili tlie front fool and 
Mng your head in to your center. Hie oUier hand is held 
ret^loriaptfiemaL 

^Make:i lii'^li jnmp forward, and tnmyowbod)ro«er 

as you are hi the air. 

dMD Slap the mat with your hand .so that all of your 
arm up to die Aoidder the m^ Allow your bo^ to 
make adrcobrniH akmg the mat, and pun your left &MI 

right up into your hips Make sure iliai your body doeia*l 
become unbalanced and end up in a diagonal line. 
(D With your left foot asildcnn^iBeAiieflioineBlamof 
the roll 10 stand iqi. 



• This is the fall dutt yoa would use if you were 
thnnvn backmrd and to the side, for exaa^ foe 
sbSmen iriral-nage and similar techniques. 

® If you are duown backward and lo4be right, pull your 
ligbt leg back In dua (tetfon. 

(IMD Drop your hips dow so thai they are close to 
your right fool, keep your left foot extended, and turn 
your body around to tlie dgfat. Tour dgfat band to h0 
reatfylo slap die mat 

® As your r^t hand slaps die mad, bring both feet 
around so dial your body is King straight. 
(D-® As you come around lo die right, your bocfyishic- 
iag the oAer vsgrfroni tbedhectton hi ifUckyottSlBlML 
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SHOMEN-UCHI 




into your hand 



III ilie same way that you would make a front strike with a 
swurd, use your tegatana to make a strike to your 0{^ 
ncni s head. By moving forward, Uie poww devdoped by 
extending your balance foami caa be tnmsferred Into 

your hand. 

Ci>-<D When you come to a distance where your fingers 
wookl be meetliig your partner's fingers if he extended his 
arm, raise your hfuid stralgttt iq> above (he center Une of 
your body. Don't lift up your shoulders or open your 
armpits. 

Pushii^ sought forward with your hips, strike widi 
tegatana to your partner's bee. Brli^ your bitee strongfy 
over your frffltt foot Push forward with your front knee to 
lr:uisler llie garnet ol the hips into the hand. In one breath, 
bring yiMHr lialaace fiKwaurd and slril<c. 
® This is diSmeii-ttdll as seei fitom the frout It is made 



IMPORTANT POINTS 

• By spreading your fla^ecs Mifec% wfiB extend 

your power forward. 

• Don't raise your shoulders, and doa*t turn Ofl^ dK 
power of your ann to make the strike. 

• By brlnigfaig yottr back fbot 19 at tttt noneiit «f tlw 



COMMON MISTAKE 

If you open your armpits, you will be unbalanced to the 
front, Because this will prevent you from pushing your bal- 
ance correctly forward, you will not be able U> transfix any 



SHOMEN-UCHI NO UKEKATA 

STRIKE 



At the miHiient liiat you make 
the block, turn your hand ovmt 

This is the method of protecting yourself against shOmen- 
iichi. It is not jiisi :i matter ofstopping the strike: by turn- 
ing your liaiid over at the moment that you make contact 



into a strong posture. 

®-(D From hidarl gyaku-banmi, uke takes one step forward 
widi the £toiit foot and idtacks frtdi sh^^ 

nizewith uke's strike, lalsing your hands. 
(3) As though pushing forward with the lower part of tlie rij^t 
icgatana, block iike's strike. By using the hips and keeping 
the balance forward through the front knee, and extending 
strong throogh die back leg, you will come lo -an bnmov- 
abk' posture. Don't dn tlii.s jusi with the arm, but liave the 
feeling that you are perforniiii}* tlic block with the hips. In 
addition, don't wait to block, but use your timing to block at 
the moment before the power V^sj 
hand grips uke's elbow lightly from titel 

• In allddo we btock with die iiloa, the foreana bone that 
is on ilie outside of ttie wrist 

How to blond wHh the wHsts 

ox?) Do 11(11 liu rely hit each other in a slraiglil Hue, but al 
ilie moment that you make contact with your partner lum 




your hand over as in (D, so that you have the feeUng of pushr 
ing forward with your wrist and elbow. By doing this you can 
iiculrali/e the power of the strike without losing tlie flow of 
power. Open your fingers slron^y. (Sh'te's hand is on the 




COMMON MISTAKES 




• If you block with 

your hand in a side- 
ways position, you will 
not be able to 
ulffi's power. 

• If you dont brh^ 
your balance strongly 
forward, your posture 
will be weak ;jri(l you 
will bepui^ed b-<uJ(. by 
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SHOMEN-UCHI NO UCHIYOKE 
ENTERING INSIDE THE FRONT STRIKE 

(FRONT STRIKE INSIDE-BLOCK) 





V 






Maintain the point of contact ^ 
and lead your partner 

As opposed to the block where you stop uke's power, this 
Is the method where you take aw^ the power of idce's 
strike and lediiect the flow of eoeqir. 

dMD Frofd al-lianmi kamac. hlcnd widi itke's 
shOmen-udil and move to tliL' inside with the tight foot. 
CD-® WhUc uke's hand is still at a high positioit, Mend Wtth 
ywr hand Cte., you: hands into contact wtlh 
esdi other). 

T-® K6ep your wtighl over your right fool uiid make a 
180-degree turn to the rear, and without losing contact with 
uke's hand mm your hand overso tfut the thumb Is pointing 
downward. With a circular morcoent nuke ft ikiwlag block 
along your own front Une. Yon sfaodd have Ae Ceding of 



IMPOBTANT POINTS 

• if you pull the hand directly in toward yourself, the 
flow of energy will be interrupted and you will not be 
aUe to leiid ulte tuouod. Yoa shouU kad him anHUHl is 
a afhal mmmuk rioag tte Bit e ail a a <if the Hmt^jiBm 
original strike. 

• All of tfiis should be done as one movement wlAout 
stopping the flow of energy. 

• VUte jmi wf nadU^tte tnro, «akc sure that your 
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YOKOMEN-UCHI 

SIDE STRIKE TO THE HEAD 




By turning your hips cut down 
along the diagonal 

StrilK wfdi die htiMi bf cottBiK d(mn in a dbg^ 

aiming at tfie area from the temple to tlie neck. 

(1>-(X) to migi-hanml kamae, raise your lig^ band straight 

atx)ve you In tfie same wiy as tn diflmen-udil. 

(D-'D As yon movt' forward from the front fool, keep your 
elbow pointing' forward ;md strike down in a diagonal line 



with die dgitt l^alanx Dun't merety Ut yuur ann up to die 
dde, bat dmge die diredkm of die hips in order lo i liange 
die dcecttoQ of the cut Id die same «39«s In shomen-ucbi, 
bring your balaoce slrao^ focwifd over your froitt knee M 

transfer power into your hand. Open your fingers 1 
order lo develop as much power as p(issible, 





Wtwre the stnke should be made. 



COMMONMimKES^ 
• sure that you don't open your dbow to die side as 
you raise your haod, and also that you don't swing yonr 
handanHUMtfaiahorlEoalal tine as you malte the oit 
•ttgWjtliifttfd aetbe fcdni alial^ t»lteft—t 
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YOKOMEN-UCHI NO UKEKATA 
BLOCKING THE SIDE STRIKLiamUEAO i. 




with your partner, bim your hand over to the outside In 
die same way as in shfimen-uchl. Use your timing to 
gppK i!h' hlm k 'il liir \ri\ nioim^nl IxTorc nkr's sirikf 




Control the strike the moment 
befera it toeomes poweiful 

HUs is the method of protecting yourself against 
yokomea-uchl. Rather than just stopping the strike, 
this is a method of cootroltii^ uke at die momeot 



(D-(D From hidari gyaku-hanmi kamae, harmonizing 
with uke as he raises tils hands, raise both your hands 
straight up. 

CD-(D Harmonizing ndtfa ake's strike, move forward 
along die di^nal Ihie fte left foot, and cot dovm 

with your hands, iisins the front part of ihe left arm to 
iir.ik' (he block. At liie moment that you make contact 




powerful At the same time the tl^ haiid 
a fist, imd gh«s atemi to tike's &ce. 



IMPORTAMPOLMS 

•Itei yon ttKm oat to the side, ai^ stii« tlitf 

don't move on a straight line, and keep your own 
Iront line facing uke, with your £ace looking straight 
at him. 

• Don't make the blodi lust wiA yoor bands — use 
yanr iMe body, and make vast fbat by brb^i^ 
your balance strongly forward Hium^k die front 

knee yon maintain a strong posture. 



• Dm't opeA iq» yourwmphs, and dmt't strike 

die band by piMldii^ from Ac Inside m the oa»Mm 
fine, otherwise youwlDbc overcome t^J^S^^gHSmp 

• Don't let your bocfy bee outward. 



YOKOMEN-UCHI NO UCHIYOKE 

ENTERING INSIDE THE SIDE STRIKE TO THE HEAD 

(SIDE STRIKE TO THE HEAD; INSIDE BLOCK) 

IP 






Cut down with the hand in a 
spiral movement 

la tbe same wagr as shdmeo-ocfal ao uchiyoke, this 
meUiod takesaivaf uIk^s power and ndlrecis Ite 

ofener^. 

®-(D From migl ai-hanmi kamae, harmonize with uke s 
strike as you raise your riglu hKid step formfdaul to 
the toslde wtih the right loot 

Keep your bahnoe over your right foot and make 
a iiimiii'; liinvrnient to the rear. As you cut down with 
your left hand aiake a flowing block, re-directing uke's 
strike aIoi% a ^tnl ifoe. nie flow of power from uke't 
ytAHnen-uchi is mainlined wHhbi this turning move- 
nieiiL At tfie same time, make a fist with the other hand 
and deliver an atcmi to ukc's face. 
® This is the momenl that you make contact with your 
pntner, as seenftooi flie opposlie slds^ 

• Doa't)Bstpash down oa uke's hud fiwi abovb 
Lower your stance at die same tbne as yon raake faie 

turn, and the power developtd i>y iowering your pos- 
ture will aulomaticaily Ik Iran^erred into your lund. 

• Don't try to push uke's bond around, but after 
your hands have made contact trust tbe drculor 
movHnentofyoitrown body to lead It around. 

• Make sure that your balance doesn't fall back as you 
make the turn. Keep your weight over one point right 
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SHOMEN-TSUKl 
FRONT PUNCH 



Push the knee forward and 
extend the power into the fist 
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Hie effectiveness of shAmen^sukl Is developed by pu^ 
ing the balance forward and Iraiisfcrrinfi th;ii cntTg) iiilo 
the fist Even if you were to punch in the correct manner 
but the front foot that had stepped forward was too stiff, 
the Qow of metgy would stop there. If die hips continue 
to travel forward even after (he front foot is planted on ttie 
gromd, as die hips push the balance forward, so your 
power is also pushed forward. By combinin}? that move- 
ment with die punch, ad (tf die power wUI be transferred 
Into the fist In order to achieve Als, Ae knee most con- 
tinue to push forward even iiftcr you have finished making 
die step. However, merely straining widi die knee will not 
nulK the technique work. Tralnh^t in Ibe hlrikl no yflsd 
(Elbow Power) basic movements will enable you (0 
develop die necessary flexibility in the knees. 

We will here give die eiqplanalioo of a shomen-tsuki tn 
which the same-^ hand and foot are both moving for- 
ward, but when die hand and the opposite foot are fw- 
vord ("gyaku tsuki"), die principles are die same. 

0-(D From migl al-hanmi kamae, pull die right foot back 
and pull the right fisE in to the .side of the body. Dnqp yoUT 
weight Mraight down over (he left foot. 
dHD As diough you are pushing forward from die hips, 
move forward In a big step with the right fool, and punch in 
to your partner's solar plems. The movement of die lower 
half of the body should be ahead of die nKmnent of the 
i^perpartofthebo^. 

(f) Even after the right foot has been planted into the mat, con- 
tinue to push forward with the knee and the hips, and bring 
your wei^l stron^y over tlio front foot. This action should 
be coordinated wiUi the punch to form one movement. The fist 
sboukl be cfosed lightly at first, becomii^ at the moment 
of Impact The back fbot should slide up naturally wldi die 
forward movement of the body, and i!ic hack leg should be 
strongly extended in order to give ilie body a stable posture. 

IMPORTANT POINTS 

•llwUpiflHMtbckcUaattattteyaKMagalnifi^ftr- 

ward. 

• Keep die fist Id die center line <rf die Iwdy as yon 

punch. Your hands, feet, and hips should all be on the 
same line, which will give you a stable posture. 

• Don'l tense die upper body (especially the shoulders), 
anddoat uk only die power of the arms to make thepuncfa. 




If you woe to punch to IgiSifao, a pressure pohu, using the 
sbiflte pomt of ^ second hnudde #iliMfaer ipur fim or 
nd da^ l ii yt would beetew. - 



imm A FLOWING msmja shqm^-tsuki 



Move your own center line away 
from the line of the punch 

v;lu'ii voii :m making a nouinij block lo a punch, if you 
try to escape with your body you will not be able to enter 
in/ AlOid Ae paiN:b by bfingii^ yonr (mn body close to 
your pnrincr, not to "escape," but to ro the Iciisi possible 
distance in moving your own center line away from the 
Bne of the punch. 



Outside flowing block 

® Come to hidflri gyaku-bannii kanue. Uke pulls bade die 
riglii foot one step asd omiks to ttk^frepsratorypiaMg 

position. 

(1)-® Harmooizli^ widi your paitner's pUM^ oulnt^^ 

fveWn^ of moving forward as you keep your Iialance over 
your front foot and make a lurnin.i; inovement. Bring ihe left 
legataoa onto vote's fotearm, and iiiakt- a Himing block. 
® Because tt Is die iQovQiieQt of your body that brings your 



own iftUtT line awav from ilic line of Ihe strike, there is no 
iittti 10 make a \)\^ siep to ihe Side to "esc4)e" from the punch. 

Uke's Position 

To cause sh'te to oHiie forward, tasine a pundi to die front 
At die moment diat you put power into your fist to deltver die 
strike, your target disappears; the power of your pundi con- 
tinues to extend t'orwanl, and het aii^e ihi' direction of the 
force Is redirected, you are unbalanced in a big movement to 
yourftoot. 

IMPMrrANTFOIM^S 

• Although it afptan Aat you m moving straight for- 
ward, by changtng die dlrecllofl of your hips, yon are 
able to cause uke to miss his target. Even after you tiave 
avoided tlie punch, do not change your balance, which is 
over your front foot 

• Make sure that because of your desire to caoye &M 
Ae pmdi yoa do aot dtotanoe your bo4' fro* )VBr fan- 
ner's body. 

Do not pusti ukv's arm away with your tegataoa, but 
rather make iif^ht contact and by changing the dfawcdOO 
<tf your owo body redirect tbe line of energy. 





Imido flowing block 

Come 10 migi ai-hanmi kamae. 
( ke |)ulLs back one step with the tight 
foot and comes lo diepfepmlory 
pundiiQgposidoa. 
CiM!) iteephig die balance over 
the ri^fooC, make a hig turning 
movement to die rear witi] the left 
foot and open up your bod^ bring 
dw tt^Stam lo uke's foieami 
and redirect die power. 




'-'■It* ■JVl.i;)*Nfc*fs» '-^ .<4- 
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UNBALANCING YOUR PARTNER FROM KATATE- 

MSMMlONE-HAND GRASP) (WHEN YOU ARE BEING PULLED 1 ) 



Control the litde-finger side of 
the hand and turn the elbow om 

This is the method of iwihahnrlng ywir opponent when he 
has grabbed yc» in a posttton whefe his pcmer is focused in 
Us dutmb. Becuse die power Is cemoed in die thumb, 
die Utde-fingec side of his hand wiH natnraUy be weaker, 
and It wiD be easy to open up his elbow to dw side, so that 
is die direction we will go in order to control and onbal- 
aoce him I (ere \\v show you how to continue into kokyu- 
nage (breath throw) after you have made die uobalancbig 
movement 




® From migi ai-hanmi kamae. iil<e i^m^ yov Idl Wist 
widi his right band, and pulls in a stt^t Uoe; 
<|)-^BIcadwldidiepulllDgpower, and Iteeplngdw balance 
Over the right foot, make a turning movement to the side with 
die left foot, changing the direction of the body. At the s-jmc 
time, turn the hand that Is being held so that it is in a palm- 
down position, and bring U around in a circular momnent 
akng die left-^ <Biigottal line. Itwie shooU be die fieeBng 



Uke's Position 

,\.s ynur pulling power is redirected in a circular line around 
to the right, your elbow is pushed backward, and you are 
unbalanced aloog the cear rigtu-5lde diagonal line. 
<1>-(|) As you mow forward with you r right fixrt ak)ng ^ 
righi-sidf tliaijiinal line, bring your left hand around in a cir- 
cular movement as though turning the elbow around from 
die oottkle, and raise your hand to head height This move- 
ment is not done in a straight line-— ttim your body to the left. 

Raise your hand in such a way that the U^atana comes 



Uke's Position 

Because sfa'le raises his hand, }uur elbow is also raised up, your 
shoulder is turned over, and you are uobabmxd to your left. 

CD-® As you move forward in a big step with the left foot 
and bring your body into a deep posture, cut down with your 
hand in such a way that your elbow stays al:dwftoot,aBdyBO 
turn uke's shoukler over aod throw him. 

IMPORTANT POINTS 

• TUs technique should be performed wjtfi no break In 

the flow of energy. 

• At tlie time lliia you change lite direction of power, 
maintain your am aMUe pu a liii latf dn not tecOMe 
wnhalanwd. 



n 





Atemi /The method of striking 




Raise the hand throiq^ coiTect nse 
of the elbow 




If you use just your wrist to try to raise uke's hand, 
you will find it difficult. Relax your wrist in the posi- 
tion that uke is holding U in, and raise your hand by 
keeping die wrist in your center and raising your 
elbow. As you raise your band, yrar fingers wUl be 
pointing toward your head. 



in a real application, ifyou use atemi at the same tinw 
as you unbalance uke, it becomes easy to move into 
the next stage of the technique, In addition, in apply- 
ing ateini we cause uke to block, thus prevent 
him from using that hand to hit u$. 



(WHEN YOU ARE BEING PULLED 2) 



Cut your partner's elbow in to 
the inside 

This is Ihe method of unbalancing your partner when he beamv weak. Ills energy is sucli dial it is easy lo luni his 

has grabbed you and focused his power into the Uttle-Qn- elbow j n to the inside, so fliflt is the dkeC&M in wfckhwe 

ger side of his haod, which has made bis tfaiimb side fl|flyilielock,aDdttiis«eanbalnoehim. 




© From migl al-haaml lomae. uke grasps your left wrist 
iridi Us i^jht hand, nd pulls In a strai^ Hiw. 

CD-<D Blending with the pulling [idvvcr. hrinj; vniir rinhl fool 
up to uke's right foot so that ihey meet in a T-shape, and 
change the direction of your bips. Bring your balmoe 
strongly over the right fo(M and come Into a low posture. At 
the same time, turn your left hand so diat tt te palm up and 
pushltoaltfdKathdglK. 

Uke's Position 

As the hoe of power is chained so that your hand comes mto 
a pilnHip posMoa, your dbov H cut to lo tlie inside 
(toward the Mpa)aadyoM are tiihrfatiml 



lo resist that pull, change the direction of \our hips so 
tfM diey are moving along line b. At the same time, extend 
your arm oat along Hoe ctartringdK hand pahn up. The 
line of power ha.s now been changed to line d, and uke's 
elbow has been brought in to the mside Une. Make sure 
that yon cliange the dUedkn of the line of power bf 
changing the direction <rf fte hips, not merely by raising 
If uke tries to puU you in a straight tiae, then his power is your hands to die side. Vow hand has to stay in the center 
mii ^i k ^i1 l m %Mwt^m mt sm u A wMfaont trytaig fine of your bodf. 



Change the dirMtion of poww by corrad 
iiMoftlMliips 




UNBALANCING YOUR PARTNER FROM KATATE- 
MQCHl (ONE-HAND GRASP) (WHEN YQU AREBElNa PUSHED 1) 



Keeping the center over uke's 
front foot, turn the power in a 
circular movement 



This is a method of rnibalandng your partoer ^en he 
has grasped your hand, focusing his power in his thumb. 
When you are puUed, you use ute's enecgy to uobalaoce 
hfm, but when you are pushed, you redirect the flow of 
energy. The control is i 
point, the little finger. 




(3) fnm hidari gyaku-haniui tamae, uke gra^ ymr left 
wrist with hi.s right hand, focusli^hispOffariiitehiB AnarilN 

iod pushes in a strai^^t tine. 

®-® Blending wilh tlic pushing power, move lo the left 
^ with the Idt foot, and at the same time extend the left 
hand formrd In « dradar fflovement along the left front 

diagonal line, turning the hand so thai the palm is face down. 
Do tills movement in such a way liiat die palm of uke's hand 
does not get si^anded from >oiir own mist 



Uka'sPotitiM 

leep your focus on your fi"ont foot, where you already had 
your weight. As your pushing power is brou^t around in a 
circle to your right, your body is extended and unbalanced. 
(D-d) Keeping your wei^ over your from foot, as you make 
a Itfge t^idi^ moraiiett vddi yMff foot to Ae 
bring your left hand up in a circular movemetlt 1 
height, turning over Uke's elbow and shoulder. 
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(WHEN YOU ARE BEING PUSHED 2) 




Moving the hand in order to 
release the grasp 

Ihb Is a method of redirecting die energy when uke 
hs8 grabbed your hand and is pushing, focusing his 
power Into the little-finger side of his hand. Here we 
will show you how to release your hand from the 
grasp by using tai no henko ni. You would make the 
same movment with the hand if you were beii^ puUed. 




(!) Udng the tumbig mowmem of M 00 heoU at, 1^ 
red oke's pushing power. 

SMD Hflvli^ turned the pabn of your hand np io t 

SOOO^ng mowmcnl dtirint; ( 1) . now turn the hiod SO 

that Ae pakn is bcc down, and rdax your hand between 
uke's thumb and first finger. At the same time bring your 
right tegatana from underneath uke's hand. 
(S)Atibe moment ttiat you release your hand from tde's 
grasp, use the back of your right hand to redirect the 
eoei^. Ibis control or technique should be done as we 

COONOttltiM^BIiBDHHt^ 
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UNBALANCING YOUR PARTNER FROM KATA- 

MOCHI (SHOULDER GRASP) 

From kala-nHxid, ss from kaOtte-modli, the direction in uses to hold you. Here we will show you how to brloji 

which ywi unbiihince tiko dcpcfuK on whicli method he your partner "up," from a po'^ilion wlierehc ispiillinf; vou 




From a position where the backof idW^s 

grasping hand faces up 

® From migi ai-hanmi kamae, uke turns his right hand so 
thai the back of the hand is facing upward, and holds tiie 
Croat of the shoulder of your dfigl (as though holding a piece 
of papa) , and pulls, hi this position, the powff is focused In 
his thumb and first fii^, so AecqntiolisdlRdedto Ifae lit- 
tle Ginger. 

(t-® dkaiisig fbe pullta^ power, move fonvard and to 
the ieft in.«cWirtQOVQmeilt with the left foot, and at the 
stBie fitne eittend forward Iti a circular movement with your 
left hand ;i1(ki,l; llic front left-side diagonal line, lumiiig the 
hand over so that it is palm down. As you apply this control, 
the M idxraldtf moves so as to fix ilsdf to Diffi's fist. Mate 
r own front line is always facing toward uke. 



CD 


(2) 


CD 








Uka's Position 

As your pulling power is redirected, your elhow is pushed 
behind ypu so that you are unbalanced, and at the same time 
the mmmm of sh^'s bolder lochs up yoorwdsL 
® Using your right hand to fix uke's fist to your shoulder, as 
you move forward and to the right raise your left hand up so 
tliai you slide uke's elbow into the air. As you apply diis con- 
txoi together with the movonent of the should^, d^ little-fin- 
ger ^ (tf id«'s hand diat Is hddhig you ^ be turned over, 

:ni(l hy- rH., M, will rise in (he :iir. 




From a position where of Uke's 

hand is turned Inward 

® From migi ai-hanmi kjunae, uke turns the palm of h^ 
liand to the inside, grabs the front of the shoulder of yoOT 
dap by folding his fitters in starthig &om the Uttle Bnger, 
and pulls. Uke's power is foaised into little finger in diis 
position, so the control will be applied against the tliumb. 
1^ the inside <tf^ur forearm against the uutsde (tf uke's elbow. 



<|MD As yon torn Ae toes of your right foot to die outside, 
tBOve forward so that your foot meets uke's front foot in a T- 
^ape, and as you move yuur hips to the right, extend your 
hands fonrard and turn them palm up. As you apply this 
ccHitn^ mow your leg shoulder so diat the direction of uke's 
bmd is changed and Ids elbow Is turned hiward. Ymir 1^ 
hand moves in order to hold the position in place. 
Sire Attyou do not use just your aim give a push. 
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USHIRO WAZA HOJO DOSA 
PREPARATION 
FROM BEHIND 




We use the some preparatory movemenLs for all attacks 
£rom behind. In this aampk, we show ushiro ryote-mochi 
(Two-Hand Grasp from Behhid). 

Prom mlgt ai-haniid kamae, uke attacks with sh5n^ 
iichi. Sh'le turns his right hand up and blocks, at the some- 
linie bringing his left hand back to the side of his body, ready 
for the next strike. 

(4) With the left fist, sh'te gives a punch into uke's solar 
plexis (stomach). 

®-(8) As uke moves forward, he uses his hund 10 

arm down and runs around behind sh ie s back. 

® From his position behind sh'le's back, uk^ grasps 

both wrisfe. (Shoulder, elbow, or collar grasp is done in 




All of the above movements are part of the basic technique, hi 
advanced technique, we can use the action of uke running 



UNBALANCING YOUR PARTNER FROM USHIRO 
RYOTE-MOCHI (two-hand grasp from behind) 

(WHEN YOU ARE BEING PULLED) 




(T) l-!ke (■nispj; tiolli nf your wrists from behind, and 
pulLs ill a slmighl (inc. Vour hands remain sUgliUy in 
front of the side of your hips as they are held. If you 
allow your hands to get bdbhxl Ito Ihie, you wlU tose to 
uke's power. 

® Blending with the pulling power, hring your left foot 
to the left side in u circular movement, and change the 
direction ol your hips. At the same time drop your 
weight down, and drop down with your wristSi so that 
uke's bands have only a light grip on your wiists. 
^H|> S^boilihndsupinfEootQCyooiai&i^ 




shaped movement, causing uke to "float." Don't open 
your arms up too far to the side or try to turn your wrisb 
omtooquidEl^. 

Uka's Position 

Once you have bveri brouiilit lu llif (jusiiidii wlicre you 
cannot put any power into your hands, as ^h Ic raises his 
arms gradually come back to the position where you m 
holdh^ his wrists hi the palms of your hands, so that it 
the end of die movement, at the po^nt where sh'te has 
raised fate faa^'ytn can agtfa bold on stioagl^. 

(S) 





Once you have cotnpletely "fioided" uke, yon can 

then change position and apply the throw. Cut 
down in a ctfcular movement with bodi hands so 
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UNBALANCING YOUR PARTNER FROM USHIRO 
RYOTE-MOCHI (two-hand grasp from behind) 

(WHEN YOU ARE BEING PUSHED). 






(3) Vice attadcs from (he rear, grasping both wrists and pa^ 
lag.KiBC|»botfi of your liuiids sligtilly in fh>i)l of tlic hijis. 

BloKUag with the pushing puwer, as you move for- 
ward with tbe right foot, allow (be hips to sink down and 
drop both wrists down. Make sure that you doot ju^ pull 
fonrard (Ml your own, so that you become sepanaed from uke. 

Uke's Position 

As your pusl^ power is taken forward, you come to a posi- 
tion — in the same way as In pullii^ — where yon cannoC put 

any power Into your hands. 

®-<D Starting willi llif fin.i;crs, raise both hands in the air in 
front oEyour body in an egg-iihaped momnent, so (hat uke's 
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UNBALANCING YOUR PARTNER FROM USHIRO 
RYOKATA-MOCHI (BOTH-SHOumffiGRASSUaQ^ 

(WHEN YOU ARE BEING PULLEDi. ^ ^ . 




(WhmyouMMiSpiilM) 

(T ! k( ( umes&om bdiladJadgBHpsyoiirdioidde»ln« 
finger grip, and pulls. 



3nce o\cr the right foot, pull your ktlDot back and lo die 
left in a circular movement and change die direction of your 
body. At the same time, turning your hands over so that the 
palms face outwitrd. lum your elbows over in a small move- 



ment. By combining this control widi die movement of die 
duulder you can dm^ die line (tf power of uke's pull, and 
corae 10 a poslto vben tte is ''lidfa^' on lop of yoiff 

Uke's PosiliMi 

Because (rf die movement of sh'te's shoulders, your hands 
are turned to die inside, and so the pulling power that was 
gofagB|HMid hw DOW been aiiiBcted ihiwuwuid. 




(Whoayonmbeiiig |Mihe4 

<X) [Ike comes from bddnd and gn^syoiirifaoaiifefs lift 

finger-grip, and pushes. 

(D-® Blending with the pushing power, as you move for- 
ward with die tig^ loot, turn bodi elbows forward, in die 
same way as wfaea you VCR paied, doot aiknv diem to get 

behind you, but keep bodi elbows by the side of your body 
and then turn them. Vour bands should move from a palm-in 



position lo a palm-out position. By use of diis conu-ol, your 
shoulders betsoie namwer as you move fofwaid, and IJke's 
Aon are nbed ifh 

Uke's Position 

As your pushing power is taken forward, you are unbalanced 
to teftnot aid your eln«is are niseil qp^ 90 dut die 1^ 
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UNBALANCING YOUR PARTNER FROM USHIRO 

RYdHIJI-MOCHI (BOTH-ELBOW GRASP FROM BEHIND) 




(When you are being pulled) 

<T) Uke attacks from bcliind, grasping your elbows in a lln- 
gergrip, and pulls. 

(D-® Blending with the pulling power, turn your hands 
from a palm-in position (o a palm-out position. At tfie same 
time turn your body sllglilly lo tho rigln, and [nill ihc fron; 
Ibot in. Bring your elbowii into strong contact wiili uke's 
pidra9,md move your energy rl^ through to uke'selixnvs. 



Uke's Position 

/Vs sh'te mms his elbows over lo a drculu' momneat, you 
pulling power is redirected and sh'te's power comes into 
your elbows: your elbows are raised up, yuu an; extended 
ooio yoor toa aikl become oobilniced. 




(When yoy ape being putiwd) 

® Ifle attacks from behind, gnspfngyottreRnns in afiD- 
ge^, and pushes. 

BleMbng vitti the pushii^ power, move forward «8h 

the right fool and turn your dhows over to the front. Your 
elbows should be sU^y further in front of you than in the 



Uke's Position 

As sb'te turns his elbows over your pushing power is taken 
are pdntfng inward, your 
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Section 3 



KIHON WAZA/ BASIC TECHNIQUES 




You may tbink "How sboubl UHs tecbitigue be done, " "How siiould that tecbniqm be done, " 
But the thing to remember is. although there are many techniques, 
You must grasp the principles that underlie them. 
It comes down to shifting your balance quickfy, 
V Motfingyourbtmds,feet,andb^asone. 
The basis of it is sbibo-nage. 
AsUesbibaSensei said. "To throw to the four directions, this is the essence of aUtido. 
Therefore, sbibo-nage on its own, if performed correctly, is sufficient." 
Tbisisidaibetm^ 



— eoBO Shioda Upm (Ul)— 



WHAT DO WE LEARN FROM BASIC TECHNIQUE 
TRAINING? 

Basic teduriqoes teach us to redirect oke's attacking For esmf^ let us Ime a look at shfioieii^suld koie- 
power, to unbalance ukc by maintaining tbe flow of energy gaesUid (fiEOdtpiBCii;iClBra-fte-«riSttfHOVl^ 
without intemipUoo, and they build in us the abili^ to 
perfcHin the moK advanced (H^ticpes. 




®-(D As you make t Mending Wock wHh oke's shSmen- 

tsuki, tuni your body and then move forward. !n this way, 
you can lead Ihe power of uke's punch and unbalance him 
forward. 

® Before uke can r^ain his balance, ke^ your wei{^ over 
your front foo< and make a turn to the rear, at the same Itoe 

turning uke's hand over in the kolcj;aeshi poAkMi. Utfi wiB 
again be brought forward by the movement. 
(D-CD As you make another turn in the same dkecttOB, cot 
^om wiA the right wrist and make the throw. 

As you will understand by looking at the above tedmlqiie, 
once you have uabidanced your partner, you can lead him 
sroond widiout Gloving him to regain his balance, and 
foft^ipplr-^ iMeie^ nlqF we do 



ni)ealed trtining oif Aese bo^ mowmeoB, DOtil 

fixed deep in the body, in cider ttnt lie cao dieo pedbzm 

the ba.sic techniques. 

Howevo", if you just monotonously repesu the movements, 
so diat actually yoa are making up your own body move- 
meitts, Aere is no meanini; lo the training in basic lech- 
Qk|Des. We must be ever-faidihd to the basic movements, 
tniidng wiA die olifedive of voderstandli^ how to lead 
die energy in the correct direction and 
correct power in our own bodies. 
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SHIHO-NAGE 
FOUR-DIRECTION THROW 

Containing the basics of all of the throwing techniques 




In shiho-nage, by making a circular movement wilh your 
own body, you fold your partner's arm over his sboulder 
and, as though cutting downward with a sword, duow 

Depending on uke's attack and the way you use your 
body, you can throw uke to any <rf the four (or e^) 
directions, which is how this (edmlque got its name. 

In order to be able to dirowute to any of die four direc- 
tions, blend with his energy and wtthOQt atopfring that 

oMcnsi'in l("f(! hini u> ihv dircrlinn in which voii intend to 



throw him, conUng to die point at which his body is bodi 
extended and cut down. Because this body movement 
contains all of die basic principles (tf aikklo, shifafi-nage 
cm be seen as expressing the root <tf all of die aikldo 
throwing techniques, and as such is glvea eitceoie Impor- 
tanoeintraioing. 

Since die attacker's elbow and sboulder are locked out as 
he is dirowD,shih0-iuigeisvo7«iBGttKasa] 
technique. 




Because with this technique you can throw in any direc- 
tion, it is particularly effective gainst mukiple stackers. 
For example, if you were to throw die first sCttadsa in die 

direction of llu' second attacker who was cominj; toward 
you, you could use him as a screen to block that attack. 




n 
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KATATE-MOCHI SHIHO-NAGE ICHI 
ONE-HAND GRASP; FOUR-DIRECTION THROW I 
METHOD OF GRASPING THE WRIST 






By ioddng out his wrist and elbow, 
you causa uka's body to "float" 

dM?) From migi ai-hanmi kamae, uke grabs your left wrist 
and pulls in a straight line. You strike with a right-handed 
back-fist atcmi to uke'.s face. 

wltb tte puUioK psnm, admce your 



ri^ foot ^UoQg the forward dlagomilf extend left hand in a 
dicular movement wldi the palm down diret^ In toBt of 

your body', and witii your ri^t hand hold uke's ri^t wrist. 
®-Q) As your leti foot comes forward in a big movetnent, 
both hands cut up in a circular movement to forehead 
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Ukt'sPosHkHi 

Because <rf the ^trol being exerted by sh'te's kh hand, by 
the complellon of the fini movemeDt ((D, yow right wrist is 
bent back so Hut Ae dbow ts emended (8tnlghlea«0i and 
your body Is "Boalii^" 

At the completloQ of the secood DMNemeDt C 



your body is extended fonvard. 
(SM® Change direction and shift the baJance of the body in 
the same way as in ^iQniatsu dCsa. Cut down with boiii hands 
to chest levd, cutting uke's hand down over his shoulder 
blade. As you change direction puU die back 0^) foot for- 
ward. Hold uke's wrisi from ihe inside, and straighten your 
own wiist so that the Brst finger is pointed forward. Without 
li»ittgdie extension ofdiedboff, besU^^rdaxedasyoa 
maimain jDur bokL leqi jnur left haodta tbe knwr postal 

Uke's Position 

Because your body starts frotn an extended position, it is not 
possible to stand up as your arm is bent back, md yiMi have 
to take a step backwards to tnaioiain balance. 
(B)-® As you mow forward fttm die front fiwt, drop your 
body d(twn and throw uke to the rear. Drop forward with 
your whole body, keeping your arm fixed hi its position — 
rather than pulling in with your arm — to unbakmce Uke. As 
uke falls, bring your right haod down beside your right ankle. 
9 Bring your weight strongly over your ri^ foot aod as you 
lock uke's wrist down, ntae your kA haid md strfiae to Ids 
face with tegalana. 

IMPORTANT POINTS 

• To lead uke to Uie point ai which you can fold his ma 
over and back, you oiust focus on his shoulder wfaea|9v 
MOW Us MIL 

• After yon luve cbanged direction and shifted your bal- 
ance (D, If die hand that Is culling down (the one holdr- 
ing uke's wrist) Is liiglier than cliest height, you wlU aoit 
take uke iiar cnou^ back lo break his balance. 

• Hold both hands normally in the front of the body. 

• Tbe last strike with tegatanasboold be made witfatiic 
MMB qilcttiw ftMMMid llw biMlcSdilfinliUigoff 



CliMgteii fin Diractioii of Power 



The hand that is pulled cuts through 
uke'shara (center) 




PuU your liiile Qnger into uke's wrist, and have your 
dumb iyingfl^itUiA his pulse. 

(Changing the Direction of Power) 

The hand thai is pulled cuts throu^ uke's hara (center) . 

(D In kalale-mochi shiho-nage, turn uke's wrisl with ilie first 
movement. As you move Eorward with your whole body, itie 
bade of your kft haiul makes firm cofttact with uke'spalfo, so 
that there is no ^ between the two hands. 



Method of grMping 
the wrist 

Bring your right liimd up m) 
that il crosses over your left 
hand, aodgra^ uke's wdst 



(2) Harmonizing with the [Hilling power, move to the front 
right-side diagonal and turn the Idt wrist over so it is pahn 
down; at &e same time the tc^aiana mabs an acc, in wder 
to apply die contit^ The fe^ng is of tegatana cutting hod- 

i^ontally ihroiigh uke's hara. If it is done corrfctly. uke's 
Iiaiid will be benl back, and it will be as Ihou^i he is being 
carried along on your hand. 

CD As you mow forward in diis position, uke's elbow is 
extended and his ^boulder is pushed 19, so dut be "floats." 




COMMON MISTAKE 
Don't come to a positiim where you are 
underneath uke's hioid. Bo(h wtieoyou raise 
uke's hand and when yoa cut down, have 
ftefccaagaffaWgaail mttiagdowmwMi 



How to foidtto mover Qut as though With a sword 




la turning uke's arm over, you must have the feeling of 



d) Once you have raised year hands, mate 8iire.tlBBidBe's 

body is extended. 

© Il is important that, as you change direction, both of your 
haods^^ M oaiHCi% in famt of yoac Jiead* Ibis fiU 



ensure that when uke^ arm is bent, his elbow is folded 
fatwa^, and he is not able to regain balance. With the move- 
ment of jmir le& tuiulyou <»m change the dh£(^ of ul$^ 
ann. 

(3)-® Cut down by extending your arm in front of you. Don't 
cut down only on uke's elbow; by focusing on his shoukla 
as you move I 
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KATATE-MOCHI SHIHO-NAGE Nl 
ONE-HAND GRASP; FOUR-DIRECTION THROW II 





Change Iho line of llie puriiing 
povuef, and iring iiB enw invvanl 

® From hidari gyaku-liaiunl kamae, uke grabs your left 
hand aod pushes. You smke to uke's five a 
Imded btdC'AM aleinL 

(D-® Pivotinj; on the k'ft fnot, niakt' a 180-degree turn to 
the rear. At Uie samt' time, blending with uke's pushing 
power, bring your left hand up in a circular movement U> 
head helgbl, aod widi your rl^ haad grasp uke's wrist tik 
the same way as tai katate-modii shlh6-nage Ichi. 

P As you sliifl wmr lialiince ;md ch;uiRt' ihc direttion of 
your body, pull your back (left) leg further forward bend uke's 
arm over his shoulder blade. The right hand is at chest height. 
(D-d) As the rlgttt 1^ goes forward, drop the viaok body 
down and throw uke to the rear. The left tegatana then cuts 

IMPORTANT POINT 

•At the same ttme as yoa are nakii^ Che tttralag mom- 
mcnt aod rabing yoar haadit Ui dbov is bat InM!^ 
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YOKOMEN-UCHI SHIHO-NAGE ICHI 

SIDE STRIKE TO THE HEAD; FOUR-DIRECTION 

THROW I 




Control uke's palm and raise 
your hands. 

CImIj ( roni niigi ai-hannii kaniae like raises liLs hands ready to 
strike, and you raise wur own hands at the same time 
®-<D PivoUog OQ Ihe froDl (right) foot, make a latge turn- 
ing movemeot to die rear. £nier loside ohe's yokomed-ochl, 
and hlock smoothly. The left hand Uodts and cuts down to 
chest hat^U the right hand gives a badc-fisi ^emi to the hce. 
(D-(D As the front (right) fool opens up along the ri^t- 
handed front diagonal, s^M your left hand down until it 
reaches ite bone jost above tdte's ditnnb. your ri^ hand 
holds onto the back of uke's ri^t hand from over the top, 
with the ttiumb tying over uke's wrist as though taking his puLse. 
® As tfte left foot moves in a 1^ stq> finward, ^ghtly on the 
left-hand fn>m (Sagin^lB % cic^i^ mBnmm the 



hand that you arc hnldiii!; lo head height- 

(D-dil' As yoa shift balajicc and change die dmxtion of your 

body, widi a movement as tbou^ cutting down with a sword, cut 

down with uke's arm so dnt itaiaies over his Moulder blade 

<S>-® As you step forward with your right foot, drop your 

body down and throw uke to the rear. 

® Finish the technique by striidng down widi the 1^ legatana. 

IMPORTAlNTPOIiNTS 

• In (D, bring your hands up so that ulte's palm is facing 
toward you. By dotng Ibis you ensue dnt the dbow wiU be 
lacing inward, and you wfll be abte to take away trfshgfwice. 

• The movements In pictures (D-<D should make a V- 
shape when pro^^sing forward and to the side. 

• When makii^ a turning movement, make sure that your 
halailoe doesnt go backwards. Similar^, when mortog to 
theskle, mtlim wife that yam tmtwHtr b Bn^ mr Ifce 



HANMI-HANDACHI RYOTE-MOCHI SHIHO-NAGE 
ONE SiniNG, ONE STANDING; TWO-HAND 
GRASP; FOUR-DIRECTION THROW 



Changing from high to low, cut 
down the arm 

This lethni(nie din's not have I, II classificalion 

® You art in seiza. Uke approaches from Ihe front, grasps 
botb of your wrists, and attnnpts to pull them up. 
®-Q> Blending wiA the puUiog eaeisy, bdng the left knee 
op, sdvaodngofw^bd of die length between bI^^ 
pu!l the right knee fonvurtl At the s:ime time make a hori- 
zontal cuttii^ movement with the left hand, as in kata^-mochi 
shibo-oage idiL VMi Ae ri^ band grasp uke's right wrist 
(I)-® Contfmie to oxm &mid wtlfa the left £^ 
Ing the saow dlsttMx ss in Ibe fint movemenO and stan^ 



mg the hands m the same position, raise them to head^d^ 

(B)-( 8 ! Pivuiiiijj; (m the k-fl fool, slide the right fool behind yoii, 
changing direction; lU the same time drop your body lower 
and cut uke's arm over his shoulder blade. 
(£m9 Moving forward with the right leg, drop your body 
md Ihraw nhe to the rear. 

(Oh® Iiee{ling your bidaiice ^tn)nti;ly ovur the rif^t foot, 
continue to cut down on uke's arm. With (he left t^aiana, 
strflEe dmm to uke's 

IMPOBTAm* POINT 

• To cut damn uke's am, use Ibe power thai cooes wfaea 
you drop fini die ilaBdiag iNattoa ID tte fioiA liaedfag 
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SHOMEN-UCHI SHIHO-NAGE KUZUSHI 
FRONT STRIKE; FOUR-DIRECTION THROW 
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Change direction wttpoutjdpp^ 
ing your balance 

(D-<D As uke attacks wiUi ^Oawo-udii, raise your ttaad 
high so thai your and uke'9 tegatana meet 

CiM5) Kccpin|> tht' haliince ovlt ihc right fool a.s you make a 
big turning movemeni to the rear, conic to tlie inside of ii ke s 
strike iuid make a smoodi block. 
(D-<D The ri^t foot opens up onto the right-side diagonal, 
and the Irft foot steps In. Bring die left hand to die hone just 
above iikc's ihiimb. and f>rasp uke's wrist with your right 
hand. At die same time, as you raise bdli hands, pivot oa die 
rigta foot and change the diredkm of ynir bodjr. (Do iMt 



l|>-4|| As you make a big step forward with die right foot, ait 
dmm to Ihe front wttfa your right hand, and dirow uke; 

iMPORTAyrroivr 

• I's} .\s your body opens up to the side, move forward so 
that your hands (holfUng uke's wrist) make a big arc in 
firoot of your hara. You will thus be able to lead uke's power 
lii»i|rind, and you wtU be abte to ine dw sptalUngM^ 
mmtia niM'yoar hm4B. 
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IKKAJd 

FIRST CONTROL 




Bring uke to a prone position 
by turning over his elbow 

Ikfe^ Is t technique in wliidi by birniiig orer ]^ 

ncr's elbow you arc able to bring him to a prone posWoo. 
This ikkajo movement is the basic method ol turning the 
eO)ow otter as used in other tecfatdqiKsfiximnflc^ 

Taktagnbe tote grooDdsidi^pljriagpcessQie fay pi^ UwctmvkestSbmammidiiiBmymiDsmSititiA- 



Begbinen fM ft dfficuk to apply pressure directly down- 
waid ftom a sciza position, but ii is only through icch- 
niques such as this that the true power of aikido, i.e., 
(Biiig tefoaaedpomr of fteiitiofe body, can be lei^^ 
Just xs it iiiight be said Aat biu/6 in its highest form can 
be found in the bi^ks, so it could be said that ikkajd is 
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THE MECHANICS OF THE UOCAJO PIN 




Open out uke's ami to at least 
90 degrees 

Having brought uke to the prone position, open out 
Ms ann so that it is at least 90 degrees to the spine. 
That makes it difficult for him to put power into his 
arm, and his resistance is decreased. Of course, his 
eSxnir mnsl be coqplele^ ttmed over. 

Dropping the weight of the 
whole body, make the pin 

(PrqianttOf; Positioa) Once you bwe bnwgbt 



uke to the prone po^on, briag your loiees dovm so 
fliat one knee is on the inside of die haid flut is ^i^Riing 
ite's wiist, and ooe loiee is inside his aoivit Be on your 
toes. Mgdils oontral, slicidi ute's am com^^ 

(Fteidi^ Technique) Briaglhepalm of your hand 

orer flic top of uke's elbow, as though enveloping it 
lap, Straightai your back, breathe out deeg^, and with 
a feefing of pBsidngyoorkywer stomach into die mat, 
drop the whole of your body down, allowing the 
wei^ to come into uke's elbow. Allow the weight to 
come direct^ inio Ms ami} hot jibo ^ov the power 
to (low right through to his fl^geilips. Dint bead JOltT 
dbow or dn^ your Jiead. 



Straining wMi |iwr lyyiif tody rti ■■^gii 

your hips to "float" 

It is eas\' to bend your back and use your shouI(krs in 
an alieinpi to push all of your weight into your part- 
ners elbow if you do not understand die feeUng of 
"applying the lock by using your hips." Ibe e&rt, by 
straining with your upper body, will cause your hips 
to float and for you to lean over. The result is power 
not being transferred into your partner. In this con- 
nection, you should not apply your power to one point 
in the elbow; rather, coittQly<nreBeiar9oft>tlt|MD' 
Elites jplOtbKB£lb()W. 



^ . I -J * — 

f- - 
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SHOMEN-UCHI IKKAJO OSAE ICHI 
FRONT STRIKE; FIRST CONTROL I 




Change the direction of the energy 
and turn the shoulder over 

(&-(D Prooi in^ sMmiid ktnuK, yon (shte) fttsda irtft 

shdiiU'!Mn. lii Till' jmn'osc of this strike is to cause ukelo 
bloL'k As like l)[()ik\gra:)puo(ltT[iisdbowwiih>wrla&hand. 
G ~B) As your ri^ foot goes tonmA oo Ibe front righi- 
haod dlagooal; use yow right k^iliiia 10 atf dom in a dr- 
cutxr nwyement The kit hand SBsists In this mowTnent as H 
turns iikc's L'lh(m dvcr. Willi vniir balance centered strongK' 
over yuur froat.(rigbt) foot, yuu will control uke's elbow and 
sfaotdder. As you cut down with the right hand, gra^ uke's 
wrist (Donotgraspl 



ann through the shoulder. In dlis poslllon )our bodr shou^ 

be in a low posture. 

(XMO) As your ri^t foot advances, move die left knee into 

uke's ^iniipii. and bring uke to a l onipleie!) [)roneposilioo. 
® Lower your li^ Imee, aod pin the elbow. 



Uke's Position 

As the power in your Moddng arm is redtoeded, Ae dbow 
and shoulder are turned over in a hig nKWttBBdl |t|lil|(ll|[ 
Ume, your body is turned around. 
CZ)-® Your lift loot adnaees «Ms Ibe feMhifrfi^ 



COMMON MISTAKE 

If you try simply to twist uke's arm, his shoulder will be 
muiffected and you irill not be able to turn his body 
arouML The ba^ priac^ of tUs technkiue is to pro- 
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Howtocfaangt the dbvctioa of the power 

At the moment the 
aims come lopcthcr, 
Ik power of bo(h sides 
is coming stnlgitt oa 
and therefore ihey 
clash. If you turn your 
tegaiMt«>tfift«Mlft 
and at the same time 
change the directioa 
ofyonrbodfaiiaNM 
forward, the power 
which is coming bom 
like wffl be taken CNcr 
by this circular move- 
meat and wlU be redi- 

nded. Qi^lMiMiV'lS 
ifaoliemBioMv 
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SHOMEN-UCHI IKKAJO OSAE Nl 
FRONT STRIKE; FIRST CONTROL II 




Leading the otter peison anHind 
in a spiral > 

(D-d) Come to hkbri gyaku-hanmi kamae. When uke 
strikes with shomen-uchi, block with your cfgfattegilua and 
with your left hand grasp his elbov. 
CD-<5) As you mm uke s hand smoothly to the rii^ht and mm 
his elbow over, ptwx on the toes of tfae left foot and make a 

inm tt^te As yoB are nakiiig tte 
knmpatpmmtwi rate sm ttm^jlbmu la 



front of you, so that the distance between yon doesnt 

change. Witlioui having ihe feeling of pulling, yon should be 
using both anns on the same hne as the hips are turning, the 
upper and (he lower bo^ moving as one Your body should 
not oMoe to a twisted position. Ooce you haie moved oke &r 
enoi^ flToand, ^:a^ bis wrist 

CD-® when you have made ihe 180-degree (urn, transfer 
your n%i^t from the tdt foot to the right fool in the same 
y/Sjf as hi tdriki oo yosei ni. Drop the body and pull the kft 
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Redirecting the flow of the 
attacking energy 

®When yourecelietfaefiNntsliik^lhepomrlBsia 

coming strai|^«t you. 

(3) As you chntge fte db«clliin of joar bod^ 

right tcgalana over, you redirect uke's power to the right 
(D As you come around in die circular movement, ulte's 
elbow will turn over. 



bod}rto floodente and b^etfier v4A ^ tnnAiig fflorai^ 

roUs him over. Both your luuuls should bo using equal 
sirenglh, without any feeling of pushing uke's elbow or 
putting in (m his mist As you complete die turn bring your 
left knee to tfae mat Ibe steps firom ® 10 ® all bappeo iB 
one mmuoAi ndkad atemMndia tspteiL 

Ukt's Posltiofi 

The power from shomen-uchi is directed around lo the t^ 
your elbow and shoulder arc turned over, and you are pulled 
around in die drcular mownenL 
® X^jwer yoar liglbt Ifoee aod pin uke's elbow^ 



87 



SUWARI WAZA KATATE-MOCHI IKKAJO 
OSAE ICHI / KNEELING TECHNIQUE: ONE- 
HAND GRASP; FIRST CONTROL I 




By manipulating your own elbow, tmn over uke's elbow 



(1) 2 : Oiiiic i<)i;t.'ilicr and kneel in seiza, (Ike holds your left 
wrist with his right hand and pidls in a slrajf^ line. Blending 
wtdi the pulling eneinr, OKW across to (be left and, ke^^ 
the left hand In a palm-down position, extend It out to the 
from Icfi-sidc diagonal, changing the direction of the pulling 
powcnuul iJ[ihil.uK iiii; iikc. \i ihv Mime lime, makeabadt 
hsnded alemi to his lace with your right hand. 
(!)UiriBgflliadi0(kiieeinfi(fa^.iiiove8^fNlyibf^ 
the right-^ front diagonal. Maintaining tike's hold, bring 
your left hand up in a circular movement in boni of your 
^e. M your right h^id. hold onto th^lMdc of iike's right 
hand, fixing U to your left hand 
®-(D As jm tike a big step wiA your i%bt knee along (be 



down in a circular movcnicnl sis ilioufth pushing tike's dbow 
in boni of you, causing uke to be unbalanced. 
(D As you take another small step forward with your right 
knee, free your 1^ hand by pushing die left wrist forward, 
releasing it firom uke's hand. It is possible to cut uke's hand 
loo far forward, solo preventlUs teepagood ^ wU b yw 
fight hand. 

(3>-® As your left baid dkles down to uke's dbov. in the 

same ray as in the standing technique move forward with the 
left knee and then the right knee in the direction of uke's left 
armpit, bringing uke to a completely prone position. The left 
knee is in uke's armpit, and ibe ri^t knee is to the in^ d 
yotir Qtm light hand which is holding uke's wrist Keepb^ 
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Sh'tB'stsgMaMlMkstlM point at wUdi 
fliw's tbumbit attacM to Ws haad 

The tetatana tuns ioskte the hand that is hokfing It, 
and aoaete the poitt >t «ltk:h the thumb'ls «tt^^ 
todKboi 



Ikkajo lock on the wrist 

Apply the lock as (hough hrinf^ng together the index 
fingers of bodi hands in a triangular position. Whea 
you bring uke to die mat, make .sure that Ids vzlstis 
turned siroi^ to the firont. 



KATA-MOCHI IKKAJO OSAE Nl 
SHOULDER GRASP; FIRST CONTROL 



® 






By controlling the shoulder, turn 
the elbow over 

0-CD From hidari gyaku*taniid kamae, ute grasps your left 
dioulder and pushes. As you move away to the left side, bring 

your k'ft h:ind round in a circle lo ilu' Inidi-Ufi side iliami- 
oal, keying the hand palm down, redirecUi^ ihe line of 



fixed to your idunlder.) At tfie same time, mdoe a badc- 

handed atcmi lo his fuce with your ni;lii h;ind. 
(D-d) Bring your right hand over uke's right hand and fix it 
to your sMder. Photfog OR tiw M ImX^ 
turn to the rear aad slide your 1^ inn up raising uke's 
dbow fn-tfie air. At the same time use die movement of your 
Ictl shoulder lo turn uke's hard over. Do not use your left 
band to push ihc elbow up. The left shoulder, which controls 
ilieinlst andtDiiB ft over, causes die ^^mViUmt 



m 



(TMD With a feettng as though you nrr pushing the elbow 
fonvard In firont of you, pivot on your left foul and nuke a 
1 SI) degree turn, and then shift your balance, cutting down 
will) the left tegatana In a ^dtfll ax)vefflent, briogbig tike to a 
prone position \Rain It Is the movement of your left shoul- 
(IfT ifi.ti iiinis (i\cr ulu' > i;T i^|)ing hand, t(^etherwilh the cul- 
ling; down ol yuur lianiL Dun'i use the strength of your anus to 
ii> to merefy push uke's hiod maf. 
@ Release uke's hand from your shotdder, (iRifi yow 
knee, fix uke's baod, and pia the dbov. 



Fixing uke's hand to your shoulder 
Hie purpose of fixing uke's hand to your shoulder is so 
that fhe shotiMeftad can act as afaioiim ht tnnilag 
elbow over. Iliis fokrom ^uld not change until the end 
of the movement, firom lUs position, by correct usage of 
your own shoukler, you can torn uke's hand over while 
keeping your tfiumb underoo^ cao^ lil 4^^evr i» 
"float" (Hctures®-®). 
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Turn uke's elbow over by con- 
trolliiig his upper and lower body 

Hm entry into this position Is explained in 'Preparaiiun 
Movements*. Change the direction d the power pulUag on 
M vrisis from bcM. Mse boA bmi& in 4 circular 

movement as thouii 
elbows to rise up. 
<£)-(D K«p the left foot still, and pull the right fool back in a 
180-degree turn, brio^ the lo a low po^ure sa4 
dropping the hands, the thumbs p<Atted dotmward, ti!» 
in front of the chest. The feeling is of dropping tlie whole 
weight of the body direcdy over the left foot, If in diis posi- 
weight of your body goes backward, pulling uke into 
jiou, you will not be able 10 unbalance him in a forward 
directioii. iJso mito am ^ you mate a ^ tam 90 ^ 



Uka'sPotition 

From the raised position of 0, your power goes from high to 
low. As your wrist is being dropped to the fnmt li^-sdde 
diagonal, you make a big movemefit forward and your left 
shoulder is turned over. 

® Keeping ihe hips at die same hel^ bring tite right foot 

up behind the left fool and gnisp uke's left elbow from below 
with your riglit band. Mainluin your leti iiand in its position 
so Aat tt does flot move— this «^ keep uke hi as offrbat- 
auoepDSilloB. 

<S>^ As fte left foot takes a big 8tq> foiward, make a 

scooping motion wiih your left hand so that you end up hold- 
ing uke's wrist, and at the same time cut down wilh your 
right hand. 

®-® As the right foot and Ham the left foot move forward, 
tt^cn^ &e (fire^m of uke*$ armpit, bring uke to a prone 
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TWO-HAND GMSPFRW BEHIND; FIRST 
CONTROL I 




USHIRO KATATE-ERI-MOCHI IKKAJO OSAE Nl 




As you tunir pull uke fotward and around 

(D-CD Uke grabs your left wrist and the back of yosr oofibr Uke's Position 

from behind, and pushes. Blending with diat power as yoa As a result of sh'te'sQim, your riglu hand, which is griiqriii^ 

come forward, move away along the line of die pu^, and his collar from bdilnd, vQi be stretched out, and ytm left 

raise both hand:) in itic air in the shiipe of ;m c^. dhow will be turned uver. Your bo^ lAKHlld be IttlMBd 

(3)-(D Pivoting on the right foul, turn the left foot i80 around forward and to the right, 

d^rees around so diitt you are standing 45 degrees to the (D-® Wldi your rl^ hand hdd onto uke's elbow, and 

right in front of uke. Turn your left hand around inside uke's extend your left t^^uana around to the left. Pivoting on the 

gripping hand, so that your legatana is facing forward. Make right fool, make a 180-d^ree turn and dien shift &e balance 

sure thai the balance is over the right foot. As you change (as in hiriki noydseinjD,bltagidaBk>Apmiiep08tt0fl,jaMl 

directioo, give a strike with the right fist to uke's anni^ The pintheelbow. 
pucpofie of this s&ike Is to fflike uke refease lis 1^ hand 
from tefi^ii hK behlDit jnm coflar. 
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WRIST AND COLLAR GRASP FROM BEHIND; 
FIRST CONTROL II 




Using the tegatana when the wrist has been grasped 

In this (echnlque we utilize ihe hand lhat is grasping us 
right 10 llie end, Keeping youi- elbow cxiended in kamae, 
liirn tlic left tegatana arouml. with (lie feeling a.s Lliough 
ilie wrist Ls entwined by uke's fingers, and in a spiral 
movement cpihe around and down. As you are perform- 
ing this movemeni, your hand will naturally grasp uke's 
wrist. As uke loses balance, his body wiU natuially follow 
the direction his wrist, is going ju. 





NIKAJd 
SECOND CONTROL 




Turn the wrist over and drop 
uke s body to the ground 

lOlQ^d is the technique whereby we turn uke's pahn in the 
ArectfoB of tfie outside of his elbow, tfien cut down so 
that we destroy his posturt'. Ii is not a matter of merely 
twisting uke's wrist, you have to apply the technique so 
that his whole body ^nks down. To achieve this, make 
bodilib vtMloiitt ndhto eOxwJoittliito aV-shape and 




maintain that position as you cut down. This will ensure 
that uke's power Is k>cked in his vrlst, dbow, and shoul- 
der, and as a result his hody will drop down. Do not waste 
your power by merely turning uke's wrist around; it is 
hoporttmt to understand the correct angle aad fine in 
Older to uobfllaiioe uke. 



Uke's tBVtona should be veitical 

If die position of uke's hand is not correct before you cut 
down, nikajd will not be efEecUve. As hi the picture, your 
right palm is attached firmly to the back of uke's lund, 
and your httle finger is locked over his wrlsL Your left 
hand Is gripphig the wrist lightly. Make sure that uke's 
tepttna Is standhig vertlcaUy, hi from of your own center 
hne, as if uke's hand was a sword that you were holding. 
Vour tegatana should be turned toward uke's ceiuer line. 
If at this thne you relax your bokl on uke's hand, you will 
not be aide to bod Us witot wboi Ae time comes to cut 
down. 



Gripping method 
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Cut down straight without 
twisting 

® As yra toni over ttke's wrist and fix it in position, fOn 

must be in a position along Uke's front diagonal line. If 
you staad directly in front, you wilt not be able to b^ 
tiie elbow suffidendjr as you buna it over. 
(D As yon move forward from die front leg, cut tlie wrist 
down as diough cutting through Ulie's center line. As you 
do dils mate sore that >oa don't cliange die (fistanoe 
between the hand that yaa ace holding and your own 
body, i^e^iog ±e upper boctir find in the same posture, 
taow forward brfocusfaigon posUiQ widi your fa^ 



Also, make sure diaryou don't twist die wrist, otherwise 
the direction of die power will be wnmg, and you will not 
be aUe to use die power diat you devetop by movii^ for- 
ward. Ono&ycm have tmu^t die wrist into fte »coad 
Gontcd position, maintain that shape right until the end. 
®l^i%^ene^di^youdevek^asyou move forward, 
maintain die rdadonsliip as uke's body begins to sink 
do\v(i. Ktfp on the center line as you cut die wrist down 
lo below your chest hel^t, and have die feeUi% of movhig 
along the fine of t^'s ufdMlance. You shotdd have dw 



COMMON MISTAKES 

Q Pulling uke's wrist loirard you or. altcmsdW^, 
• Pudifaig idw's hand away CmyiBs. 



Bring the palm of uke's hand 
face up, and lock his shoulder 

The method of kKldng die ana once you have brou^ uke 
to a prone po^fioo Is coflHBoa to d ntfO^ oaae ledmiques. 

(D Haifliig fiiusd die wiirt in aecwdcootraposidai, bring 

ukeioaproneposBkn. 

(£) Fix uke's elbow widi your left hand. As you bring your 
ri^ foot aroiaid to idee's fool, and your 1^ foot raider your 



hips so dutt you are kwkhig across ulie's shoiddeis, wttoot 

dian^ng the position of uke's shoulder, bring his arm 
around in the direction of his head, and bring die back of his 
hand to the inskfe (rfyour lefi eU)Ow. 
(D Widi die faiside of your kft elbow grip uke's wrist widi a 
sooopiBg motion, and boM on to die front (rf your d^. 
® Bring up your ri^t hand and fix it jusi bdow uke's elbow , 
(D Cut your hips down toward uke's head, and lock his 
^HMdder. 




KATATE-MOCHI; NIKAJO OSAE ICHI 
ONE-HAND GRASP; SECOND CONTROL I 




(D Coffie to Ae position where yoQ have locked uke's wrist sal and cut uke's wrist forward again, bis elbow and sbool- 
tanIktK(- As ywoKncforinuxl from here it is import oot der wiQ turn over. Make sure that you do not tfftst Us wifat 
lognapldsclboff. armmd to the ilg|tt.YQiir left hand sttdesoatuia^ 






Take the correct position by 
moving to the side 

® From migi ai-haiuni kamac, ukc grasps your lefl hand 
with his right hand, and pulk. 

(I) BteadiDg wUh ihe power of the puU, phw on the rigbft)^ 
and bring yoor left foot around in a drcular movement Co the 
side. Your left hand comes around iuid forward in a cir( uLir 
movemeot, with the palm face down and held ai hip hdgbi. 
Dy obngtng the (Uncdoa of tfie puning power you will 
uDlMlinceBke.AtdiesiiDe tfanestnabacfc-teaieffilivith 
the i#t hand 

CD-® As you move slighiK m ilif right widi the front foot, 
scoop up uke's wrist between die diumb and for^i^ of 
your leA hand, and in a drcular movemcA raise your haods 

in front of your ha: Hold ukv\ ri'^lu IuukI inidfa^posltloa. 
Yott should be ^landing on ui^ t> Irunt 



with uke's center line directly in ^ni of you. 

(D-d) As your front foot moves forward, and you cut down 

tike's wrist toward Us center, apply nlk^fi. 

(7) As you take one more big step with the front foot along 

yiiiir front riBhi-side diagonal, apply pressure forward with 
die right hand and turn uke's elbow over. The left hand 
slides down to the etbow as yon tiK)ve fbnvnd^ bflUfng on te^ 
die same way as in ikfci^O. 

®-<S) In die same manner as In lkka|S, bring the left foot 
and then the right foot forward in a big step through die 
direction ctf uke's armpit, and bring your left knee to the 
nil, brfnglagiite to a completely pfone posl^ 

® Turning around uke's shoulder I 
apply die lock to die shoulder. 
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KATATE-MOCHI NIKAJO OSAE Nl 
ONE-HAND GRASP; SECOND CONTROL 




Turning the wrist over in front 
of you, lead uke in a circle 

From hidari gyakLi-hiuiiiii kmnac, uke gra^ips yuur right hand 
and pushes. Blend wUh (he pushing poMT and move to Ihe left 
fiom die from fool, brii^tag die left hand ansund In a 
90 that you move avn^ from the line of the power, and unbal- 
ance uke. At the sow tine gbe t iSifA^mM bsdc-flst 
ateiBi to the face. 

(D Hvotiog on the front foot, make a 45-<legree turn to dw 

rear, and bring uke's wrist up in a scooping circular move- 
mmt b^een your thumb and forefinger. Hold uke's hand 
in nikajS position in front of your face. You slionlil hr siaml- 
iog 00 uke's front right-side diagonal, with uke's cenler lioe 
direct is Craot of you. 



wrist toward his center, ^ly aUo^. 
(D--® As tfie ri^ hand contliraes to cot forward, and at tfie 
^im^.■ time as nte's dlinw iind shijiiMcr art.' lunied o\i_t. 
pi^ ui on die left foot and (iiakt' a 18U-degree turn tu the rear. 
Witliout pulling uke's hand to the ri^t, turn his elbow and 
Moulder over so diat his bodjr "floats," and lead him aroood 
in the turning movement Make sure tfut uke's elbow atwiqis 
remains directly in from of you. The left hand dides down to 
dK c&m as you are making tbe turn. 
0-4) WIdiout interrupticg die momentum of die tumb^ 
asmement, transfer your weight from your left foot to your 
ri^ fool in the same way as in hiriki no yosei nl, and lower 
your liips- With ilic spiral shape of Iho lumii^ moveOKalS, 
bring uke around and to a prone posUlon. 

tttsa afODDd Utile's afaoaUar Made, duoge both 
limh. Mill fljt Uw iliiiulilwi, aud ifly In Iw fc 
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KATA-MOCHI NIKAJd OSAE Nl 
SHOULDER GRASP; SECOND CONTROL 11 






Apply the lock by pushing out 
the shoulder 

O-d) From hidsri gyaku-haomi kantae, uke grips the shoul- 
der of your dSgl. kee^g the back of the hand uppennost, 
and pushes. Blending with the pushing energy, move stde- 

wiivs to (lie left rrotii ilu' froiK fool, ctiiuijyng llu' line of llu' 
|)u\MT, and bring uke off-balance. At Ihe same time, make a 
riglii handed flemiwIlfalbebadicfbefotoaie'sfiHe. 
(4) Bring your right hand over the back of ofce's kft hand and 
grasp it, fixing die hand to your shoulder. 
;'5"^ Pivoiini" on the left foot, muke a 45-dcgree turn to the 
rear and use the inside of your left hand to slide uke's elbow 
up iiao dK air. TogeAer «M tfris iDOmDen^ your Aoul- 



be standing on nke's from rf^-slde di^onal, widi uke's 

ccnitT line dirifiN h] fnmi of\fu] 
(iMi) As you go forward with the left foot, slide ilie left hand 
down to uke's wrist, and push out your shoulder in order to 
Iffing on dK nikajd lock. Do not use your hands to drop 
nke's hand down, bot use your shoulder ri^t until the end 

in order In miikc full usv of liic IcLtinique, Make sure lhal 
uke's tliumb is fixed tirmly U) your shoulder. I^e lock 
shoukl be i^ip^ hi die dhecdon of uke's center fine. 
®-® Keepl^ uke's wrist fixed to die shoukler hi die same 
position, start die turning movement. As uke's elbow and 
shonliicr :irt' Iiinifd over, sliiit' uior left hand down :indh(M 

his elbow. As you are making the uim, uke's hand will natu- 
rally come aw^ from your shoukler. 
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SHOMEN-UCHI NIKAJO 
FRONT STRIKE; SECOND 




3SAE Nl 
CONTROL II 




Explanation of tho lock only 



(IKDFtomhkbiigyaku4mnikamae,ute 

uchJ with die light tegatanayou block. 
3 '-'"^ ) -As you turn your tcgalana to the right and redirect 
the line of power, pivot on the left foot to make a 180- 
d^m tim (Xit your t^satana down to chest hd^t in a 
sptralUng movement. At this time make sure that the 
thumb Is pointing downward and is placed on the out- 
side ofuke's wrist. 

dHD As you turn your bo(fy to the left, bring the r^ 
haiHl up In a big cbtnilsr movoDett tnfnnt (tf Ibe body, 

scooping up ukc's wrist between the thumb and forefin- 
ger of your iuuid and holding it in nikajo position in 
front of your bee. 

dHD From a posiliOD on uke's front right-side diago- 
nO, cut domi the wrist tovant nke^s oenter line, and 
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HIJI-MOCHI NIKAJO OSAE ICHI 
ELBOW HOLD; SECOND CONTROL I 




Explanation of the lock only 

d) From migj ai-hanmi kamae, uke gnu^ Ifae kfi elbow of 
your d5gi, grips it with the back of his hand bdog iq), and 
pulls. Blending with Ifae puUlngpover, pivot on lhed|^k^ 
moving the left leg an)uad iukI to the fail in a drcnhr nnve- 
menL At the same time, the left hand comes round and to the 
Troni in a circular movement, changing the direction of 
power and bringing uke off-bilmce. IRdi flttt^handglve 
a back-0st aleml to the bee. 

(D Bring your right hand over the back d uke's right haiHl 
and grip It, Bxlng it to your elbow. 
(D-® As the right foot moves to the right and you change the 
direction of your hips, keying the 1^ tegalana fatdBg 



nikfljS poeUm. Bring the ctbow up so that it dkles along the 
fold in the wrist undemcaUi uke's tegatana. This movement 
is designed lo prevent uke's hand from idaxing. At du end 
bring your dhow over tfw top 90 dud It Is resthig on top {tf 

uke's wrisl. 

(iWD As you go forward from the fioni (right) leg, keep 
uke's elbow in the same position and cut down widi te^tana 
toward uke's center line, Qirolng your hand over as yni do 
so, and apply niki^fi lock. Make sure fhat uJu's hand Is fixed 

firmly lo your elbow, as it is important that It can't move 
away as you are cutting down. Also, make sure'dial you don't 
drop the elbow. It is not a maner of louchng (lie elbow, httf 
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KATATE-AYAMOCHl NIKAJO UDEGARAMI-NAGE 




fhraw uke by rolling the wrist 
over 

dHD From mig) ai-hanmi kamae, point your ti^t hand (o 

iIk left aUle and ofe it 10 uIe& Dttt coaies in his dgb 
band to take your ri^ hand (katate-iynnochj, Cross-Htatf 

Grasp). 

dMj) As your wrist is grasped, pivot on the front foot and 
make a ISO-degree mm to the rear with the back foot I 



(§}~<D Bring uke's hand around and raise it up (hrougfi die 
direction of your &nger lips, and as you move forwardfron 
^ butt foot cut the hand down, ap^ylngiilka}a lock. ^ 
^Ni Phpottag on the front (rigfit) fool, opoi tqi the bdd^ 

180 degrees, turn your right dhow around :uid liim your 
right wrist around lo face to the inside. Bring the left hand 
over ake's elbow, locking out the tqjper ana, and bsteg liis 
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CROSS-HAND GRASP; SECOND-CONTROL 
ARM-LOCK THROW (PRACTiCALAPmGWlON) 





Nikajo locking method for ayamochi 

© Keeping the fcigers pointing inward, idlow ihc wiist u> 
be grabbed. ; 
® Raise the hand as yoti bring il around in a idrcuJte 
movemcti! lii ihe direction of Ihe fingertips. At \he same 
liriie bniig ilit bodv around in an evasion movement | tai 
sjfljaki} in the same direction as ihe. han(t so that yoti 
fCmaelQ ji position on uke^s front night-side diagonal. 
'^H^yiHi come around to|aeeuke, rolt)^ur wrist ovra- 
so thia tegaiana is facing forward, and come Into posi-: 



on uke's hand, and fixes it. If you lose the connection 
between itie hands die throw wdl no longer be cffecitve, 
so nijJie sure that die bend of ybur right wrist bs fixed 
%bt^ ia«> the joint of uke's wrist. Without ilraightening 
I ym* 4i*m, coniml uke"s wrist so that tliere is no loose- 
ness there, and bring the fingertips around so ihstt they 
arc facing uke's center line 

® As you move forward, keep your t^gaj^nitfiti;^ uke's 
cenier [me. and cut down. Keeping ulffi's elbow flved, 
lum the hngern downward, and lum your wrist' around 
inside uke's hand as you adjufa your gnp. The purpose 



SANKAJd 
THIRD CONJROL 




Unbahuiceuke 
by making him 
-floar 

In the sankajo technique 
we unbalance uke ral&- 



turning his wrist so that 
the back of his hand goes 
in the Predion of his 
armpit. As opposed to nikajo, 
where we unbalance uke 
by making him drop down, 
in sankajo we create the 
unbalance by Qdendiag ulte's 
body upward. It is not a 
matter of merely twisting 
ulffi's wrist — by bringii^ 
tike to a posltlofl in wUdi 
he can no longer move his 
elbow or shoulder, we can 
CQOtiiolhlsvbolebo(ty. 



How to hold 

Bring uke's arm to a U position 




Before flying die control, ndse nte's dbow la dw 
air and grasp the back of his band. In diis position 
bring die lower diree Bngers around bis t^alana, 
inakiog sore sot to grip with the tfaon^ md JMd- 



tO0 



ing your diumb and for^nger straight forward, widi 
your elbov in kamae positkm. Bend the back of uke's 

hand around so that the elbow and shoulder IR 
turned forward, and the arm forms a U shape. 



COMMON MISTAKE 




If you hold 
the wrist so 
tbKkbbcflt 
Imrardtnn- 
ki^winiiol 
Dvcumm. 




Applying the lock 

E<0 




Push uke's tegatana in a circular 
movement toward the armpit 

An explanafion of iQiplylng the lode usin^ 

e Stand In hidafl-haninj kamae. to the right side of idse, and 
grasp his hand in siuikflj45posllk>Q. Make sure that your own 
hand Is hi the center of your body. 

O-O Maintaining Ihc sliapi- of \<iiir own hand, pivo) on the 
left foot and bring your body around in a circle of at least 90 
degrees. By applying this control, you will bring uke's hand 
anwDd tomtfd his armpft. 



Uke's Position 

As your wrist is brou^ around toward die armpit your 
sboulder comes forward aid the power of dw lock enters It, 

so that your shoulder is raised up and the whole of your 
Iwdy "floats." Sh'lc's tumln;; movement also unbalances 
you, and you make a lai^c movement to the rear. 
O leep your own hand la front of your body. Vben turalBg, 
tt is your bodjr movemem ttut is iwnt hi^ortaiiL Mate rare 
lh:Uyoii do not move your hand otf to die sidS; 

COMMON MISTAKES 

If yon flttenqpt to twist uke's wrist araiud in too Ug a 

movement, your own hand wUI come to a flat (liori/on- 
lal) positioD and you wilJ only t>e turning his wrist — the 
lock will have no effect on his ellww or shoulder. Also, 
If yon altow yoar own elbow to rise 1^ it wlU be dlfflciMt 
to i^pply Ac comet powee< 



Brmg the pakn of tfw hand to your 
chest and cut down with Ihe h^ 

O Having applied sankajo, bring uke to a prone position, 
e Without loosening the control, bring your body around so 
that It is fitting across uhe's shoolden. At the same dme briog 
your rii^t hand to your left hand aoifCiqtilhftlttdt^if ide's 
hand in a scooping motkn. 



e Vithout loosening die cootrol, bring ypur kA hand away 
and transfer uke's hand into yoor r^ hand, blng uke's 
palm to the left side of your diest, uid fix it. At die same 

time, bring your left tcgalaiia onto uke's elbow. 

e With die feeling of pushing the pahn of bis band with your 

chest, cot down wlfli >0Dr Ups kmaid^ 
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YOKOMEN-UCHI SANKAJO OSAE ICHI 
SIDE STRIKE TO THE HEAD; THIRD CONTROL I 




By moving forward, lock out 
the elbow and shoulder 

0-<D From mi^ ai-hanmi kamae, ukc aims a strike wi^ his 
l^iUana U) your lemple. Bring the Idt fool around in a ctea^ 
br moMiMm to Ae slife and nun out the left 
block, simulaneou#gliiiig.i||(|f |^ 

to uke's face. 

® Bring your right tegatana over so that you are acftRQdDt 
uke's ano between your two hands la an X posi^ 
0-® As you iwm forwini Ifi a big moveoiait wflfa 
foot, use (he right tcgatana to redirect uke's pfnm In a cir- 
cuUr movement to ifae right. The left hand h^ to redirect 
uke's power, and as uke's elbow Is turned over, the left hand 
gnq|K tt. In dib pofiitloa citt dom and ID thefixx^,]^ 



Uke's Position 

When sh'te blocks, continue to apply force to cut down along 
the diagonal [toward Sh'te's teniple]. As thai force Is redl- 
cected toward y«irldt8lde,)oiireBxnrandstwuldeririIlbe 

turned over. 

(D Slide your right hand down to uke's fingertips and, as 
Jkoogb turning his band inside out, turn HvntwASmwA* 
!Allibe 8tme time take a smsU step forward v4di the rl^f^^ 

turning uke's clhow :tn(I slinirldcr forward. 

® Wliti your left liaiid gra.s|) ilic Ijack (rf uke's hand in 

preparation forsankajd. 

(i) As the left foot onnes forward in the directfon of uke's 
right sfaotdder Made, thrust forward wfdi the teft hand 

(whidi is holding uke's hand), iiiid apply sankajo. The I 
hand grips uke's elbow, fixing the angle of the arm. 
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Uke's Position 

As sankajd iocb out your elbow and shoulder, and die 
power comes dirough toward your shoulder blade, you are 
unbalanced forward from tfie r^ sdwuMer. 

(p As ihr right foot comes fonvani bring your body into :i 
low posture, drop the left knee to the ground, and bring uke 
(0 a prone posiUon. 

® Oaoge posUioo, fix die elbow, and appfy the pin. 



IMPORTANT POBVTS 

• When you move forward as you are applylnjt the 
sankajd, make sure thai both of your hands stay on your 
own center line. 

• When you apfly (be Kokajfi, make sure that uke's 
wrist is not turned farmutL 



Turn uke's palm fonArard in a 
circular positioii 

Hw It) tarn nke'&liand di*tf bdbK applying 881^^ 

® Grip uke's four fingers just below itie kniirkle in n sris 
soring movement between your tliunib and i'orelinger. This 



will prevent ukc from closing his fisl iuul thus niiikf ii euiier 
to turn his wrist over. 

(D-®Iurn uke's hand over from the ^im, so that the pabn 
turns upward and ends up bdng forward. Wldi tUs cnatiQl 
the whole of the arm should be beat like a bow Old the 

shoulder turned forward. 




1*1 
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YOKOMEN-UCHI SANKAJO OSAE Nl 

SIDE STRIKE TO THE HEAD; THIRD CONTROL II 

d) (35 




Unbalance uke along the line 
of the aim's extension 

dMD From hkburl gyiku-hanmi kamac, ukc strikes with 
yokomeo-uchi. Move to the left, turn the hA legalaoa out, 
and block. At die same time, give a rt^-banded back-fist 

atemi to ihc face. 

®-<D As the rigiit hand tomes over in an \ poMlion, pivot 
on the froQl Oeft) foot and make a large turning movement 
to the fear, and rediiect uke's urn around so that It comes 
to chest height 

CD With your ri^lii h:irid liold iikc's (ingcrs in iIk' s;inu' way as 
in the 1 lechniquc, and you i)|h.'ii up the front (Icli) fool to the 
side turn uke's wrist around and raise his elbow up in die ab. 
(D-® Take hoki with the left hand in sankajd portion, and piv- 
oting oa the Idt foot, bring the right foot around and forward 
In a movement of al li>a.st ^») dei;riT.s, and apply the lodL 
Ytwrieet dioukl be in lelt-handed kamae stance. 
(IM9 As you gttde the left foot back behind you in a drcolar 
movement, cut down the Idt hand in a circiilur inovcmrni sn 
dial it comes to the ^de of your lefibip, and a^ ukc is pulled 



right fist, keqiiog the back of the hand downward. As you 
bdng the kft foot bebiiKt you pun the right fiwt In to 
ensure that (he ffdght of your body doesn't go backward, 

INn's Position 

Once the sankaiu luck has been Ijxed (8), sh'te leads your 
ann in a circular iiKHvnicnt along die extension of die Une 
bxHu die wrist to die elbow, and as your right shoulder Iwiis 
over you are unbahmced downward. As a counter to sh'te's 

alemi, block wilh your left iiLuul 

(Q)-® As your left foot sUdes backward and to the left, bring 
die four fingers of your right hand over the top of uke's 
elbow so dut die fingers are pobidng biward, and pull uke bi 
toward his wrist Make sure diat your left hand doesnt 
loosen iLs grip in sankajd position. As you {Hill uke in slide 
the fiwu foot so dut the wel^ of your body doesn't foil 
tmOamd. 

Ute'sPosHioii 

As yniir elb(m- is pulled around in a cirrirlar movement to 
llie right, your shoulder follows, so thai you end up in a fow, 
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1 As like becomes nnlMbmced, open up and move to 
Aedde from your rl^ foot, bringing uke with you along the 
nme Uoe. Maintain the sankaj5 position in the ame wiy as 
ta Ae I (ecbnlqiK. Bdog Ibe left imee 10 the gnmod nd 1^ 
toapRMKpofiiiioa. 



Uke's Position 

From the unh^ajiced position that you were in at the end of 
the previous move ®, as Sh'te locks out your shoulder and 
moves foiwatd aloflg the changed Hoe, move forward with 
Urn nd a»ie to t prone position as you aie brou^ to the 
grouadfrom the ri^t shoulder. 
® Cbaoge posiiioo, lock the shoulder, and apply the pin. 



Bring the hand up so that you are looking at the pahn 





® Having redirected the power of yokomen-uchi, hold uke"s 
hngers in the same way as in the I tccholqne. At Als time you 
should be standing to the side of uke. 
(I)-® Open up to the side Ihxn the froot fool, turn and face 



You sboukl end up hokliag uke s hand in front of your own 
fooe vilh die feettog as though you tfe kxtklog at the pabn of 
Us hand. Do not squeeze uke's 6ngers, but have the feeling 
of raldng his elbow by locking through the wrist. Make sure 
that his hand remains in front of your own center line. Your 
kft hand comes to his elbow to prevent it from moving awi^. 
(S) Tour left hand grips across the back of idce's hand, wUfa 
your little Bngcr hooked around the side of his hand. You 
must make sure thai uke's hand is vertical, or the next pan 
of the control wiU be weak. 

(D Brining the first finger and thumb so lhal they are point- 
ing ttwanl ule, ooend your ann and, as ]ou mske a turning 
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SUWARI WAZA KATATE-MOCHI SANKAJi 
OSAE ICHI / KNEELING TECHNIQUE: ONE-HAND 
GRASP; THIRD CONTROL I 




Use the power of uke's bent 
wrist straiobtening. 

CT"'^' Kiict'l in sciza. facmg your partner. uke grasps 
yuur left wmt and pulls in a stai^i line, blend wUb that 
pmver abd bita^ yoor left loee around to die left 1q a 
colar movement, chaiq^ die line of power. At the same 
time give a back-fist atemi to die bee with the right hand. 
® As you move forward sU^Uty from die rl^t knee, 



bring up your left hand in a cMsr movement to In 

front of your face, turning over uIk's elbow, and widi 
your right hand grasp the back of uke's hand. 
(S)-® As you take a larRC step fnruard from llic riRht 
knee, cut down in a circular movement with tegatana, 
sending uke's elbow forwsrd so di^ idte*s dtow and 
shouUer are turned over. 

(D As you lake one more small step forward from the 
right kntt', tlimst the left hand forward, focusing on Uke's 
diumb (which is hokling you), and release your hand 
from uke's grip. At die samie time gq o cefl! fin watdw l d i die 
right hand, bending; I 'kc's wrist, 
CD-® As your left hand amw^ across and takes ute's 
wrist in sankajo position, with die left knee lake a large 
step forward in the direcd<Hi <rf uke's amqiit, uobalanc- 
IngMm. Year ri|^ hand comes flooB and grasps hb ebow. 
<?yM As the right knee comes forward (iiie more step, 
bring uke to a prone posiUod, cliange your position, fix 
die sfaoaUet, and ani^ die pill; 




Changing the grip into sankajd 

® Bend uke's wrist strongly forward, slide your left 
hand up Inside your ri^t tuind, and grip die wrist. 



react to being bent forward by iialundly returning to 
its original and will come back Into your left 
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USHIRO RYOKATA-MOCHI SANKAJO OSAE ICHI 
BOTH-SHOULDER GRASP FROM BEHIND; 
THIRD CONTROL I 





A » 



As you turn uke's shoulder, 
shift your balance and apply 
the lock 

Explanation of the lock 

® Like comes from behind and grasps both of your shov\- 
ders, aod pulls. 

(D Bkndtog wilh ibe puUlog power, bring your left foot 
badcwifd tnd inunl to dw Idt, dun^tog the din^^ 

your body. .\t the same time bring your elt>()ws around so 
thai they are facing forward, changing the angle of your 
shoulders and making uke 'floaL" 
®-® Kvoluig on Ihe kft fool, bring Ibe dghl fool an)u^ 
ksst 180 degrees to Ibe rev «nd drop your we^ down. 
Keeping vour left flbi)\v rxtciuicii lu the nulsiiie. hxin^ )our 
arm to the center line of your body, and using the movement 
of your shoulder bring uke's left wrist to sankajo posititHi. 
Your rigfu hand grips Ibe back of uke's hand and fixes it 10 
die dHMiIder. Don^ twlsl your upper body toward ulw's 
armpit but rather, while keeping the upper bodv >iriiii;li!. drop 
your weight and bring the whole of Ibe body to alow posture. 
(D-<D Tntn^ your weight from your left foot to your right 
fool as in biriki ao yOsei ni, bring the Idl legalana so dial it is 
pointiiig loward ihe inskle, and at ihe same lime, using die 
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USHIRO RYOKATA-MOCHI SANKAJO-OSAE Nl 
BOTH-ELBOW GRASP FROM BEHINDj THIRD 
CONTROL II 





Apply the lock by turning your 
eibovtf o¥or ai^fliaking a tunt^ 
Ing movemtnt 

ExplaoatioR of tb* Mc 

CD like |>rips both of yuur elbo«$ fipOQi bf^iod Widi £dS 
iliumbs aiid Qngm, and pushes. 

Q}-® Blending with the push, move forward wldi tte right 
foot and turn your elbows fistcrnvd lo fl sSmAat flMwnpKid^ 

causing uke to "float." 

(4)-® Keeping your balance over your ri^hi loot, bring your 
i<ek foot around in a eMar movement of at least 180 d^frees. 
As you do this, exW your left «liNWOi]t l& fio^ 
bring it to your own center ilile. As you bring your arm 
around in tliis movenietil, ute's wrist will be brought into 
sankajo position. Grasp the back of uke's left hand with your 
i^. ^god astd ai$>^ the control mth your left elbow. Do ;iot 
'AllWMgi) 1^*8 anijiptt. but Ids «U>ow; maimsia 
a low posture to keep jnor upper ^s^ mai^m yoniBm 
iiround. 

(s)-(7) Keeping you balance over your right fool, as you turn 
your bo<fy around to the bring your left hang tp tbe 
Me Ifati^ and togettier wllh ttds i^avaoedt U9e 



YONKAJO 
FOURTH CONTROL 




In the yonkajd technique, we focus our power Into our 
under-knuckle, where the forefltiger is attached to the 
hand, and put pressure on die pulse pobtt to ute's wrist, 
thBS causiQg Um inlense prfhL Ibis priD causes ite to loK 



his ability to resist, and sh'te uses that situation to imbal- 
ance him. This is a technique that very simply shows die 
great effect diat can be developed by concentrating all of 
die pmnr of tfaebodf through one point 



Method of holding 

The mediod of holding uke's hand, if you were to 
^ply the technique to his right hand, is as foOows: 
Turn uke's elbow and shoulder over and forward, and 
hold the back of his hand widi your right hand. Vidi 
yoiff left hand hdd uke's vrist so flnt die 
poiDtwhere die first finger is attached to 
die hand conies inside the wrist The lit- 
tle finger shouhl hold on strongest, vldi 
each successive finger using less power. 
Sm^jbten out yoiir diumb and first fin- 
ger. BxM on so dm die pahn of your 
hand is 
iogitam^. 
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KAHViO^ (J 



Method of locking 

Using the principles of leverage, 
push the elbow fomard 




A. When using the lock to push upward 
Uavii^ ooine 10 Uie yonla|6 poaUoo, use 
as a 6itcnmi and wtth Ibe pitidplescrf leverage, 
from of his foreann stand up vertically. Becaose of the power 



you have focused Into tiie point on the foreann, apply pres- 
sure to the pulse point (hoe. Wtt tUs cootml, ute's e&xnr 

will go forward. 

COMMON MISTAKE 

tf jnetwlit dw wrist, or pen It to the aide, ihe priaelpki 
ofkven^ wUI have no tiBGcct It la faapotlnt l» Mte- 
Ude the leverage position even after yea tmm npiliM 

dWCOBlML 




B. When uslitglhe lock to hring uke down 

O-O Holding the hand in yonkajo position, us yuu move 
forward, using uke's wrist as a fuknun mm your 1^ hand 
over as tfaoo]^ covering uke's wrist, and as yoa apply pres- 
sure to the pulse point, push uke's eUMwinvafd 




Focusing the power 

Using the little 
finger as a ful- 
crum, push for- 
wanlwilhlha 
underioHickleof 
lliefiistfinger 

If you bring the forefinger and thumb together as inspire ft, 
the knuclde of the first finger wiU be niovtog wn!/ miyaa 
will not be able to focus your power. 

If you use the Utde finger as a fulcrum as in figure b, and 
lurn the wri.si over ;ls ihougli piishinf^ ihe underknuckle for- 
ward, you will focus your power, fiy using this comroi 
together wldi die moranemol the iriHie bei|!^ 



U It often die case diat In nakhig too modi effoft to 
fiKOB the power, ^tc's palm comes away from Dke*s 
wrist. If tills happens, the principles of the lever can no 
longer be sqiplied. Right to the ead nuke sure diat the 
palm of die hand It cenrfftg wilt *e faMWA 
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SHOMEN-UCHI YONKAJO OSAE Nl 
FRONT STRIKE; FOURTH CONTROL II 




Use a 450-degree Turn to 
Biiiig Your ^^mm^liffi, 

hidaii gjnku-hannd loui^ 
to block uke's shomen-udii 

CD-® ^voting on your froni (Mi) foot, make a ISO-d^ree 

lum to the rear, at iltc same time redifectlng uke's power. 

dMD Slide your left haiKt dfm W> 1^ in 

y(nla^|N)8ttkMi.AsyMiaila^ 

uke's mn Bp, maUogfteelidiria femanL 



Uke's Position 

As you give in to the pressure dut is being applied agatet 
lour dbow Is pushed 

®^ As yra make (HK more buge turn ID the ssune direc- 
tion, turn uke's wrist over to fte side agd cut dom. 

Uke's Position 

ha turns your wrist down, your eHnw wlU come fii^ 

ward and you will become uiikilanccd, ("ombined with (b6 
turning movement, this will bring you to the ground. 
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(I^mQ) As your right foot axnes forward aixl your le& knee 
drops U) mat, bring tdce to 1 comfde^ imoe posHion. 

.\pplyy()nkaj6 again by pushing fnn^'ard in fnmirfunir stomach. 
® Come around iliai wu are facing acruss uke's shoul- 
ders, change your hand position, aod if^milmtMm 
in nikajd, pinning uke's shoulder. 

IMPORTAFtrr POINTS 

» Pivoting on the left foot, you makt three t u rn (ippHtt- 
bnatdly 450 decrees) wldle onintahiing the same fltMoe. 
• In do*:! |hM the iBeUi« of just pulling the « 
Apy^ dwcBiini eo tfeik tfw dheiv hiyMiAeilSMMBdi 



• In Ac yonlujo lock in (jf?), make sure that you use 
your hips to bring your balance forward. 

• When yoB are changing the band into nlkajo position, 
at yom chaage the dtrecHoo of yoar body bring your 
ri^t hand next to your left hand (the side closer to 
uke's elbow) and grisp uke's forearm, making sure thai 
the an]^e of his elbow and shoulder doesn't change, pin 
the back at uke's hand into your lefi elbow, aod bring 
the right i^ataoa into okc's elbow. 

• Vhca loa aiplr yoahalO^ aMke eve dMt dw pilai of 
yor h iai l i I iiiim * ! Hw H wwf ttvm vSutswdA 
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SUWARI WAZA RYOTE-MOCHI YONKAJO 
OSAE ICHI / KNEELING TECHNIQUE: TWO 
HAND GRASP; FOURTH CONTROL I 





Raise your hands and grasp uke's vwrist 

Cl)-<D Ukegnsps both Ihc hands and pulls. Hicndin}; with the power 
of the pull move forward und to ilie left, bringing your IcA hand 
around, pahn down, in a circular movement At the same time, turn 
the light hrad so that Ae fiiigm ace £Hdag Inward, 
the Ifm of power of ake'spult so that the hands thxt are boklfaig you 
lose their power. 

® As you move slightly forward to the right with the ri^t knee, bring 
your left hand around so ditt it axoes outside uke's wris^ then raise 
your hand iaadradfrnovaMiaAfltib^ 
po^on. 

® Move forward .slii;litly one more time idoiis the mne fine irfdl tti 

right knee, and push uke's elbow forward and up. 

(|) Mow doog die same Ibie hi a Ng step widi (he ri^ loHe; ^ 

turn the wrist over cot down, bringing ut« to the groimd. 

CIKf) As you make a step forward with die left ko^ and then the 

risin knee in die direction of uke's mil0ib0s^g$mtmmml(k: 

ttoo^andqil^yoakalAaiieniOfetinie. . 

g»ChaHii»cdlwcHon of your bo^, v^ihtMimm3kfif^4i^ 
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UE KARA NO YONKAJO OSAE 

FOURTH CONTROL LOCKFBmMQifE ... 

(PRACTICAL APPLICATION) 




/ 




Drop uke's elbows down using 
the principles of leverage 

® Grasp both uke's wrisls from above. 
(D-(D Using uke's mists as a fiilcnun, appiy the power it fte 
point tttere tbe uoderknuckles of your forefingers are 
touching uke's wrists; tibus you can use the principles of 
levcr^c to drop uke's dbowis Aom, SO dtat he Is bm^t 
down and forwu^. 

® Change die positioa of your bands so that die direcdOQ of 
the lock is ^adually broa^ around and directed to tbe 
opposite shoulder of die baiul IbfU is bdng hdd. As the 

yonbin is appiicil. uke's eIb0|8V,«|p||e<i^||a|^ tf/i'^, 
whole body will "float" up. 

CI) Note die position of ibe misis as sera ttie fiom. 

nffORTAPrr POINTS 

• This is ruX a malter of pushing uke's wrists downward 
Fix your iittlt-* lingers and use them as a fulcrum, focus 
die power soiely inlo the unilerknucklc uf the first lin- 
ger, turn the fingers so that they are pointing downward 
and cut uke's wrists dmm. Uke's hands actually remain in 
die soilK posidoii; ft is liw dbim tbtf arc bim^ down. 

• sore ibtt pafan of your hand does not 
l)ecome separated from uke's wrist 

• If you push your hips forward in such a way that the 
knot on your belt is pointing downward, your power will 
be focused in tbe lUHterknockle of your first finger. 
•tlpf!iMiib#A«tis iqpUed after you ham timiAl 
m^gl^^ta Is hi prlnc^e dw laaK «HMQii>4a^l» 



SHOMEN IRIMI-NAGE 
FBONT ENTERING THROW 

Entry throws are techniques whereby we redi- 
rect uke's power and take up a position to Ids 
side, and from diere attack his hip joint so that 
he is brought backward and thrown down. If 
you attack uke's hips from In front d your own 
body, the technique is shomen irimi-n^e (Front 
Entry), and if you attack from (he skle of your own 
body It is soknmen iriml-nage (Side Entry). 
Irinii-nagc depends on your [iminj^ at the very 
moment that uke comes forward, and for this rea- 
son ooe of Us fonns is cdled kiiby&^nge (Br^ 
Huov). 

If you stumble forward, your instinctive human 
reaction is to try and raise yuur upper body, to 
save yourself from falling over, ttils is also ooe 
of Ihepdodples belibidsliAnen iibni^i^ 




Mtack your partner from the 

Entry dirows are based on die prindpie <rf attacking 
uke's hips from the side. If we were to dirow him 
direcdy to the rear, he would still have the freedom to 




mow Ids feet behind him, and so the tedmique wouki 
not be particuiarly effective, if, however, we dirow 
hhn diagonally to the rear, although he could take one 
step away, after that ii would then be sunple to make 
hhn bend at the hips. Thus, if we attack the opponent 
from the he will not be able to resist 



MvvsMMoftta m It the momom of throwing 

OAs you approach from the side, slide your icgatana 
^ong the liasf of llie throat, causing uke to bend back- 
ward. Make .sure that your hand sta^ in front of your 
own bo&f. By atidiag the hand iqi as you make the for- 
ward movement widi your body, you will develop much 
toon power than if you were to use just your :irm. On 
the other hand, if as you move forward you are late with 
Ae sikling movement of the arm, none of your power 
wlU be fransfecied into the arm and uke's power vrill be 
flUn^er dm yours. 

O As you move on the diagonal line behind your part- 
ner, cut down with your raised hand directly in front of 
you to throw hlra. Make sure Ihit you don't come to s 




Usfaig your dbow as a fulcrum, hini die from part tit 

your arm so that the thumb is pointed downward, and at 
the same time extend the whole arm forward. By apply- 
ing diis conUDi at the same timm^ismmimm^ 
you vdl devehip stroiDS power. 
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SHOMEN-UCHI SHOMEN IRIMI-NAGE ICHI 
FRONT STRIKE: FRONT ENTERING THROW I 




In one movement bring your arm 
to a V position 

(3)-® Come 10 niigi ai-hanmi kamae and make a front strike 
to uke. Uke raises the right arm and blocks. 
<Sh® As you biiag your left foot forward to the left side, 
opoi up tfne bo^ anl at fle same time timi your t^j^au to 
the outside, re(UKCtii)g uke's power. As you enter to die side 
slide your ri^t arm up along the base of uke's dm>^ Widi 
the left hand, catch hold of uke's collar at die same time as 
he comes forward 4J1 of the above Is doM ascneoionauat. 

Uke's Position 

As you are brought forward wldi dte power (hat Uodied the 



original from strike, sh'le's 
arm sliifing iq) aku^ ynir 

throat causes yoa to bend 
backward. 

(D-C!) As you advance for- 
ward with the ri^ foot 
along die diagooal Ine to 
uke's rear, turn your rij^ 
dbow over so diat the 
ihumb of the right hand is 
poiQtffl^ downwaid, extend 
4e «tofe asD doKmwan^ 
nditeov. 



IMPORTANT POINTS 

• VlAiltlw movements (D-(D, bfiiHS your hips to a T 
posftkM, taroiag to the ligbt and after that advandng 
alooK the front Hnc Uris Is perfiarmed in one movesienL 

• Hie am should be raised in fimit of the body, if the 
timing is wrong and die arm is bcUnd you, you will not 
be able to apply power and yoD vlD lose to Bke^ pomt 
(see Cnmiiiiia Mistake bdow). 

•Vsr Ae fiwd teow, tfm power CNMMS fiom knrarisqj 
the center of your own body, the amtaig over ot Ae 
dbov is then added to iMs. 



COMMON MISTAKE 

One common mistake is diat as you move forward 
with tke body, themislfllBSftlhstyMcadiip 
bailing your an over uke as yon try to throw. 
Make 8m« that the arm Is In front of yo«r own body 
as ywi 1^9^ Ae coBbiA. 




SHOMEN-UCHI SHOMEN IRIMI-NAGE Nl 
FRONT STRIKE; FRONT ENTERING THROW II 




As you transfer your weight slide 
your am up 

<D-<D From hkhri gyiku-htnod kmie, ts oke sukes a (g) mdi your rigbi fist deBver n Head to oke's hoe firom 

firont slriko raise your ri^^ht arm :md block. bdow, Ctnsliiglifan to raise his upper body '.^:p. 

®-(D As you turn your tegalana lo (he riylii aiid redirect ®-(3) Transfer your weighl from your right fool lo your left 

uke's power, pivot on (he front (left) foot tu make a 180- fiK)i in the saiiic way as in hiriki no yosd ni, and slide your 

degree ttini 10 (be rear. As uke comes fiuvud, bold 00 10 right haul iip along die base joCute'slbePi^ Ga^^ 

the batic of Ms coHirwfifa your left band. bend backward. 

(IMI) IlavitiR completed the turn transfer your wciphi. mak- (5'—® Slide fonviird with the right foot in a stmight line 

ing a circular movement with your own body at its center, along the diagonal to uke's rear, turn the ri^ hand down, 

and lead uke aioittid SO tet hc falB fomwd wd beooMS mAikm, 
ofMubuoedi. 
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mpoffTAyr POINTS 

• As yw mske the turning movcmeni uke should be 
brought aroimd In front of you. Vou should not be in the 
position where uke is behind you and yoa therefore 
h«ve the feeUag of MrcagA to pidl or puh «ke 
froatheaedL 

• Msitt sore die arm Hut Is raised stays in front otyour 
body as you are transferring your weight from out foot 
to the other ((D-^). Do not simply use your arm, but 
rather use the power developed by transferring jnar 
wdgitt ta grder 10 bend afce flfv MiMri. Abo, « yM 
htUj^mw m^»\ iwii HK fiW wimtlwilto 
ihilKMfpMlyaa 
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SHOMEN-TSUKI SHOMEN IRIMI-NAGE 
FRONT PUNCH; FRONT ENTERING THROW 

(PRACTICAL APPLICATION) 




^1 




Enter in at the moment that 
like is bent over 

0-0 From Iiidari gyaku-hanmi lonnae, ute amies in and 
inakes a fhwt punch «ilh the rl^ fist M Ate hi9p(a^ 
on ihe left foot and mate a large (iinilng movemairii} 
rear. Bring your right hand up lo uke's wrist :ind hicnd mth 
die power of the punch. Widi die left iiand gra.sp tlie back of 
uke'.s collar and 1^ uke around to the tronl of your che^ 
dMl) Keqptog the we^ over die left foot as dxHigb you 
haw^iettmloo ol nraving finwanl, as diffi comes ta^ 
(test ddejnor^lnDd up ak»ig the base of hi.s throai 

SUde forward with die right fool in a straight Ihie 
along die di^nal to uke's rear, turn the righlitlliri|lHi#so 
that tte dHiiiy> Is turned do«D«aid, aid^d^^ 



TMPORTANT POINTS 

• In the basic throw, only after we have caused uke to 
fall completely forward do we transfer the weight and 
raise the arm. In the practical application we bring uke 
annmd nd Into die tend 0f onr and m CM dww 
«Bdc ttc armiqi w^oit fiWMafciiilHiiliB ifi^»o« 
one foot to the other. 

• By dropping our weight over iht front fmd (thereby 
makh^ our posture lower), we out add power iolo dw 
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Y0KOMEN-UCHI SHOMEN-imMI-NAGE 
SIDE STRIKE TO THE HEAD; FRONT ENTERING 

THROW (PRACTICAL APPLICATION) 




Bring uke's arm around into 
liis own neck 

From ai'hamni kamae, as tike attadcs wtdi 

yokomen-uchi turn inside the strike, and as voie make a 
spiralling turning movement use yuur right tegaiana to 
bleod with the power of the strike. 
CSHD Open up yuur body by movfi^ your i^t 1^ to 
Ae ^de, and tfHng your right hand anxmd with die pita 
feeing downward in a w ide movement to the right, so that 
all of uke's power is redirected to the ri^t side. You 
should have the fecHgof^-tfie back of uke's hand Is 
beii% carried along on top of tfie back (rf your own hand. 
Once you haw changed uke's dh'ectlon, use the tdl band 
to hold on to the hack of his collar. 
(£mQ) Pivoting on the ri^ foot make a large turn to tbp 

SBbdBgigflMivement, folding uke's right hand over so that 
It affiles across his own neck. In this position continue with 
your iuniin,L; movcmeni. mm your right hand over so that 
the thumb is poinliag downward, and make itie throw. 



Uke's Position 

As tfie force of your yokomen-uchi is brought aroimd in 
a straffing movemait, because of the flow (rf dut Bne of 
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• Make the spindling movement while blending with 
the flow of energy In such a that uke's hand 
COOKS Into hto Mck iR a MMert cMrilHiaM «f Ar 



USHIRO RYOTE-MOCHI SHOMEN IRIMI-NAGE 
TWO-HAND GRASP FROM BEHIND; FRONT 
ENTERING THROW (practical application) 





Turn with uke in ^me 
dire^on 

Ktm ai^iaond kamae, uke makes a fitMtt sti^ 
as you block, uke cuts Aal hand down and runs behind In an 
attempt to grab both hands from the rear. 
(i)-<j) ^viHin^ pQ tbe light foo^ nu^oe alaise tuniiqg move- 



right arm up in front of you with a draikurmovfmeiiti turn- 
ing uke's right shoulder over. 

dh® Transfer your weight so that your left foot is now at 
die cmex and make a lai^ turn to &e rear with the r^t 
foot As you cut down with &e rig^ hmd in a spiral move- 
ment, hold on to die back of uke's collar with your Icli hand 
and lead him around so that he is in a bent posiiion, and ^ 
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^i)-4ii Extend forward with the right foot along the diag- 
ooal Une to tbe rear of uke, turn the rf^ ha&d<over so 
(hat the AunA is ptditted dawnwndsndffdw. 

IMPORTANT POINTS 

• Make sore dut you blend wtdi uke's kt^Mtg as be 
comes bdrind you to grasp your hand. As you suke 

the turn to dice in the same direction as uke, 
everylhing to happen together with Ibis flow. 



RYOTE-MOCHI SHOMEN IRIMI-NAGE ICHi 
TWO-HAND GRASP; FRONT ENTERING THROW ! 




£L1 



Flowing with his power, enter 
in under uke's arm 

(£) From migi flMumnl kUHe, vhe grasps boA yoar wrists 
sod pulls. 

(D-4) Mending with the pulling power, bring your rt^t foot 

[orwartl so lh:il il is in .i T imsiiioii in front of iikc's Iocs, with 
your hips faciiij; louai il iIk' r-i.i;lii, ;iiid pull iht left leg in, 
bending the knee (tlu- ni^hi kmc \^ ill uhso bend). At die same 
dme eiOeiKl your kft hand forwanl widi die palm £ace-up at 
chest level, and In a draibrinovaneDt bring the right baod 
up to fau' iin-lii (in ilic Inside of ah^'iRls^ as tbongh 
stroking lu:» paliu upward 

(D-® As die left foot extends forward to die left side, bring 
bodi bands 19 in a circular movement In front of uke's Eace. 
As your left hand is stiH being hekl by uke's right hand bring 




ii down over the back of his shoulder blade and allow the lit- 
tle finger to be hooked over uke's wrist Slide die right hand 
(still being held by uke's left hand) up In front of uke's other 
shoulder. The rifi^t foot slides across to die left side as die 
irfiole body moves. 

As your right foot slides alona die diaginal line to uke's 
rear.exundbodilwtfrntfiMb^^'' 
® This is the front view of die posidon before entering for 
die dirow. The right shoulder has entered in undemeadi 

nffOKUilFiOINTS 

• IV left ted cones into oke's sboaldcr Made as in 
uyaolnlwIdUL 

• Head with oke !■ swk a «qr Ifcat yoo do i^ljNMIw 
sepanled fiMiU» biMdi. 
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SOKUMEN IRIMI-NAGE 
SIPE ENTERIN&THROW 



In sokumen Iriml-iiage yont hodf Is In a "hatf-<m" 
positkm as you enter into yoor partner, and you 



come firom the side of your own bodjr as yoa dose 
fte (fistnce nd throw. 




Fix the elbow and cut down 
with the arm 

The direction of the throw, in the same way as In 
shomen irimi-nage, is along the diagonal line to the 
rear of uke. As you are making the throw you shmild 
not change the direction of the movement, but rather 
at the moment that you have unbalanced ul» to the 
rear, turn your body so that it is facing along the line 
of the dirow, and dieo simply extend along that line 
and perform the throw. At the same time, cut down 
with the arm that you have brought in to the base of 
uke's throat. With this control, by coming hito a low 
posture die power diflt you have developed can be 
amplified and then transferred into your partner. Be 
avrare that as you extmd forward, if you close the dis- 
tance between your body and your ann you win not be 
able to transfier the power ^ym JM^ as you (bEiQp 



GCMMMKHV 
MISTAKE 

It oftea luppeiu that the tend b piHAied to the side 

as you attempt to make the throw. Because uke's body 
is standing up, however much force you ^ly you 
^ Mt be aMe to mMmnb Ua. 




KATATE-MOCHI SOKUMEN IRIMI-NAGE ICHI 
OI^-Fi|^£QjSP; SIDE ENTEBING THROW I 




Extend fbnward with the hip joint 
and enter in from the side 

® From migtiMiniBilainM, idoegnBpcyotfkftvM 

pulls. 

(D-0 Bfeadiog witfa the puUii^ movement, come (bnvard 

With (he tif^ foot so ttut it meets the toes of uke's ri^t fool 
in a T position, wffl) ttie weight strongly fonvard, and pull up 
the k'h leg with the knee bent. Al ihc same time, turn ihc hips 
10 face to the right side and extend both hands palms up, the 
leftlundiBiPOBtofyoiirdlB«,lhed^bMdlafraatof)Qiv 
stomach. You shoiiUMwbeJift'M«n"p(»H«taKtalloii 
to your partner's body. 

Uke's Position 

As your pulling power is turned into your inside line, your 
eU>ow is pusiwd iiito the side (tf yoiir bod^, wfaidi c»ises you 
to be tmbahnced 10 the rear. 

As you turn your UpS to flie left, vwcmi your left kg 
forward to the rear of uke; at the samtr time bring your left 
hand around in hont of uke's body and enter with it dirot^ 
tbe base of uke's ttuv>t at chest beiglit Hie tegatna 



cones along die sidt' of uke's body; make .sure that die froitt 
of you r body Is fixed to die side of uke's bo(^. 

Uke's Position 

As die power diat has been redirected to the Idt side comes 
round in a circular movement into your neck, you $n 
brought off balance lo die rear and bent backward. 
(D-d) As your left foot comes forward akmg die line diago- 
nally to die rear of uke, cut down wldi bodi hands aadduow, 
keeiHng die hands in apakn-qiward position. 

iMPORTAvrponm 

• Do not extend to the side the hand that is being 
pulled, but rather change the direction that the hand is 
pointing in as the direction of (he liips changes. 

• ia posllloa ®, by briqgtag tbe we^ fonnnl stioul^ 
over IraM isoC, CM CMM Mm ate littiillK 
able to rabe his upper body. 

• Make sore when yon perform die throw that you do 

not just use your arms to push uke's tiody down. 

• When you make the side entering movement (®--<D), 
die* back of die left hand ^ould move in a circle M 
llwa^ fiDiMi« the line oltteMrfKeofabdO. 
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Position of the feet ii Hw fint movement 

Move fonvanl so tbat your toes ue ptrinted outwaid, and 
your foot amies lo uke's frutt fiwt in a T shiqpe. 




COMMOIV MISTAKE 

When you make die entry from the side, ii is conunon 
for the body to move forward as though In a sCra^t 
Use. However, the hand sbovld cone roond la a dr- 
aJifBiwmHyiMfaglBfrotrfBhtfBfcod^ ■iiini 



KATA-MOCHI SOKUMEN IRIMI-NAGE Nl 
SHOULDER GRASP; SIDE ENTERING THROW II 




By controlling with the shoulder, 
tiini uke's elbow inward 

ij) From hidari gv-aku-hanmi kaniae uke, with his hand in an 
upriglii position and siarting with the little finger, grasps tbe 
^koulder of your dogi and pushes. Rest your left hand oa the 
outskle of ute's eUKw. iritti your wflA hdag Inward. 
(D-® nvot on the left foot to mdffi t ttim to the rear <rf at 
least ')() dct;rci's \i ihc sanu' linu" turn ihc left hand mcr so 
that the paini is facitig upward, and extend the arm out at 
chest he^ Together with this movemem use the movemenl 
of your shoulder to lock uke's hand, whkh is holdhig you 
froin die side (tf die lltde finger, and as you turn uke's elbow 
to the inside use your left hand to "scoop" liis olhow and 
thus bring him off balance. Your hand tunis over wUh 
the Ut iHBil » AM te fiiBi toJlMil«ipHi^«i b 



(I)-® ite (he left fiMt adnnoes to tfw rear of uke, bring t^^ 
left hud round in bout of uke's body and enter deeply 
drnxigh the base of uke's throat, bending him backward. 
Ttw right hand should be resdog across uke's body. 
(D-CD Extend the left foot along die Une dhigooally to the 
rear of uke, ke^og die palms bdog tqi, cttt down vdlh both 
hnibi ndthfov. 

DMIXMVrraNfS 

» J>»*e first turn. JQH AwMfcC fta ■llftf UtT pOrf- 

don bdng uke's side line. 

• Vt hen you make the side entering; muvemcnl, the back 
of die left hnd slioald mam In a circle as thou^ fal- 
lowing Ae to of the nnflwc of n faaH B* «Mlf «l 
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USHIRO RYOHIJI-MOCHI SOKUMEN IRIMI-NAGE 
ICHI / BOTH-ELBOW GRASP FROM BEHIND; 
SIDE ENTERING THROW I 




Using the elbows as a fulcrum, 
turn the front of the arms over 
in a chevron shape. 

® Uke comes frmn betdod and gra^ botfi yoor dbows, 
ndpulls. 

(^-® Blending with the pulling energy, turn ISO d^rees to 
the rear with the right foot. At the same time tagu both 
dbowsfor^twrdsotluutbepalaisof tx)(hhaixisxiepatetii% 
(XUwanL 

dHD -Ai your left hoi comes to iike's nv, lAo Ae Erec- 
tion of your body and at the same tune, teqing the palms of 
the hands poii^ Bpnsd. cat ddna ad fbnrard «^ the 
lefi hand in a cbevnm ^hape. M tfw end (rf Ae move die left 
hand should ime entered deepiy duoi^ die base of uke's 
throat, and the tefftaMsboiM be Yfla$ idnig Ae side 
of uke's body, 

Uke's Position 




pushed in toward your own elbow so that you are beat back- 
ward and off-balanced to the rear. 
® ^ your left foM extends akfflg die foe dfe^nalfy tt) &e 
rear of uke, keeping both palms fiKhig u^mttd aA down 
with both hands, and throw. 

IMPORTAXr POINT 

• In the movement where you change direction and torn 
ymat^tow9vm^::^)f J^ should be making use of 
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USHIRO RYOKATA-MOCHI SOKUMEN IRIMI 
MAGE Nl / BOTH-SHOULDER GRASP FROM 
BEHIND: SIDE ENTERING THROW II 




1 r 



From this position change the 
direction of your body, pulling 
uke forward 

® ukt' comes from behind and grasps your ^hotiklcr^, aiid 
pushes. 

(D-® Bleod with the eoergy of the push and move forward 
from the right foot, bringing boA shoulders fonmdw that 
ihc pAms (if both hands are turned oatinHd» dm DOlMtac- 
ing uke and raisU^ his elbows. 
® Bring ihe le&fooi sraoad to the inside la a dmiltf 0^ 

the right 

(S) Put your weight sinmtily over u)iir ri^ht foot and turn 
your hips so Ihflt ih^ are ^dng toward the right sid^ and 
bring your 6i np so that it mim^thm^mf 
throat a.s he comes forward. At the same time, mllNMilt 
thai your weight is strongly over the right foM andtwi^yOUf 

Uke's Position 

idiirih wrm hnHInt w in itr nhnriMnn. twt Imn iniwnil 




inside-out," and so your 
body has been turned 
Biloa''balf«i"p08illon 
andpaHedfonvard. 

As your left foot 
odOBdslo idie'spear, turn 
tfie paliBS of your hands 
face up and. using the 
elbow as a fulcrum, mm 

the left hand over and to the frooL Ihed^lqtfanaceaies 
ink) itae side of uke's bo(^. 

■^f^Myem left Ibot edndi ^oog the Une diagHitfy lo 
tfietttrofntGe,cutdmiildibotthai^ 



(£>, make sure Uiat 
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SHOMEN-UCHI SOKUMEN IRIMI-NAGE 
FRONT STRIKE; SIDE ENTERING THROW 

(PRACTICAL APPLICATION) 




Change the direction of your hips 
and come together with uke 

®-® From migl ai-teumii kamae, as your partner strikes 
with shOmen-uchi bring both tega^ together and move to 
the inside, redlrecdng the energy. 
®-(D With your left hand hold uke's right hand ;ii ilic point 
where the thumb is attached to the haoA and as you bring it 
actoss the front of your maadt atihoiiBlh te ft cross-cut 
IwUfa asnord], pull uke forward, and as you do so transfer 
uke's hand bito your rl^t hand. At the same time, bring die 
right fool forward so that it makes a T shape with the loes of 
uke's right foot, and brio^ your weiglu strongly over your 
llgMIno^ » like to ^ 

(t)-® As your left foot extends along the diagonal line to the 
rear of uke (you are turning into uke's rij^t hip), 
left band ovw and cut down in &oat (^you, and throff. 



IMPORTANT FOVriS 

• lo po8ftl<Hi (D, use die turniiig power of your hips to 
pull uke forward. Make sure flM yoiS gK >$dt |Wt 

pulling uke with your hands. 

• In reality, from the moment that you torn uke's lund 
nenod, aU tbitt folkm is done In one movcaeot 
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KOTE-GAESHI 

RETURN-THE-WRIST THROW 



CiAthe hand down and 
over in order to thiwv 

Kote-gaeshi is the technique whereby 
you turn your partaer's wrist over and to 
fte outside so that the elbow is beat 
inward, and then, by applying the other 
hand and cuOiog down deeply you 
throw him. The purpose Is not to lock 
out uke's wrist; rather, by locking the 
wrist you will unbalance his body, wfaidi 
«ffliDteeKIeadtotfae Anw. Rommr, 
once you have unbalanced uke, if you 
do not extend his body so diat he no 
longer M the power to staod np, die 





How to turn the wrist over 

(D Unbalance uke to die fnmt and hold his hand by hookii^ 
your Btde fii^ over his wrist, and biio^ your thumb over 

the back of the knuckle of his little Singer— ^ poAtt^iABCe 
the finger is attached to the hand. 
(D-CD Make the next movement so that uke's hand stays 
aw^frtun his body. As you pull uke forward, turn his hand 
QKir $0 dut it doses over your own litde finger. If you turn 
the hand over in a big movement, uke's body will regain bal- 
ance as he is pulled forward, so turn the hand over in a small 
movement In front of your stomach. Also, if you pull the hand 
1(10 imich, oke's w wiU stnfglaea oqt w tt^ 



r.inierefore, his dbow ^ould be 

bent just slightly more than 90 degrees. 
(!) As uke comes fonmd as die result of having his wrist 
bent over, deli«e|.) 
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OinMGTHEHAMIDOMIIMilOVBI 




Applying the lock 




Turn the shoulder over and 
briog uke to a prone position 

CT Once voii h;tvc ilirown uke, keep voiir wrist in lln' same 
posiLion, Willi your tingerb pointing inward, ajid bring the 
four fitters of your rigbt hand to his dbow. 
(|M1) As you st^ around ui die (Siectioft of uke's bea^ 
faisdbdw in so that it is beat in iwwaw l yiw and tnni lbe «n 
nond in a dradlv awTCOiem. iMpiay tte alMi^^ 



Slide your hand down in the 
diieetion of uke^s fingers 

After you have turned uke's hand over, Niog die palm of 
your right hand over uke's hand and cut down by sliding 
your hand down in the directioa of uke's fingers. By using 
this control, uke's elbow will be turned inside and the 
whole of his body be unbalanced backward and to 
the ri^t. If you were to cut down merely by twisting his 
wrist around to die out^de, die lodt would not bf c^cc 
tive, you would not unbalance die whole of his body, and 
you wouU not be able to apply the throw. 




center of the circle. By using this control you can turn his 
shoulder over and brii^ htm b) a pfDoeposidQD. As you are 
doing this, make sure that yoQ do not rdax the controi on his 

wrist thai had been cut down. 

® Change ihe grip of the riglil liand so that die Angers are now 
pointing downward, bring your balance strongly over your front 
j^Qt. and sink your hips straight dowi, k)ddng out tOfle^ 
iilQIff, and tihonklK As you sink your 
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SHOMEN-TSUKI; KOTE-GAESHI Nl 

FRONT PUNCH; RETURN-THErWRIST THROW II 





Throw through the use of con- 
tinuous circular movements 

0-(D From hidari gysiku-tuuum kamae, as uke comes in 
with shamen-tsuki, [dvot on dw left kM and, Mendlr^ 

with the punch, make a turn so (hat you are In a position 
45 degrees to uke's rear, and bring your left hand up to 
uke's elbow. 

<£MD As you transfer your balance extend your rtaht 
band forward to die front and at the sme dti^mi^ jnuf 

left hand down from uke's elbow so ftit jour little finger 
is hooked over his wrist, and you are holding his hand 
down by the side of your hip. This is the same moKraent 
as the pr^aiatoiy nKwemeot for Uiiki no yitset sL 
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Uke's Position 

As your body comes forward with the power of the punch the 
diredioa of the powm Is changed, and you are pulled for- 
ward and dierefore untnlanced. 

(D-tT) Pivoting on the right leg makeatomtodierear of at 
Imt 1 80 degrees and at the same time toffl ;^^ !^ hand 
over, cutting uke's hand dowa, and m'it^^tiuifi^i, 
back-fist atemi to the fiux. 

Uke's Position 

As yoor hand is unied owr M the kote-^aesU posttion, )^ 
are pu&d forward, and as your bod)r moves fQrm^0i0/ 
comes into your face. 

CD-® t\s you make one more large turn to ttie rear, use your 
ri^ haiid to cut dowi deqply OR uke's wrist, atd^){^te Ebiw. 
(SMI As your left foot comes around In a drde and you 
transfer your weight, use your right hand to move uke's 
elbow around and bring him to a prone positiou, conU-ol the ' 
elto^ andappl^the kdc 



IMPORTANT POINTS 

•Hie purpose of Ae movement In positioa®, is to enaUe 
you to lileod with uke's power and then bring the whole 
el Ae force along hi die new direction. Hte movement Is 

not merely one of pulling the hand. It is designed to 
bring the wliolt' of your balance forward, and iherelore 
it should also have the effect of pulling ulie forward. 

• Without consciously trying to hold onto uke's wrist, 
iHow jMHir iMttA toflfide down from his elbow, and yott 
ipe finger will naturally hook over his mist 

• To make sure th^ uke cannot regain bts balance, 
reinforce the feeling of pulling forward, by ISiiqpBB^TBV 
balance strongly over you front foot. 

• When you are repeating your turning movement from 
the fow positkm (CIM|}), nuke sure thai yon Bx the &aat 
foot «Mi«edy so lint yon iMfaift^ astnogpost^ 
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SUWARI WAZA RYOTE-MOCHI KOTE-GAESHl ICHI 
KNEELING TECHNIQUE: TWO-HAND GRASP; 
RETURN-THE WRIST THROW I 




(DftiMMiBi, afcestaaps both your wrtsis and piiDs. 
®-^As you turn your pfllins up anl bring Ihem togedier, ni^ 
fonnidnd to Aerii^widi the rigN knee. Bring yo^ 
aooSB to cower the back of ukc's left hand, and us ynu rele-.i.sc 
your ri^-hand by turning it to a palm-down position, use 
your left hand to grip the back of uke's hand in kote-gacshi. 
The little finger should be above the wrtstUne, with ring and 
middle finger gripping (he area of tfie pafan bdowr die tfiumb. 
The thumb should he jusi below the knuckle of (he little finger, 
(SMI) Bring your right tegatuna to the back of uke's left 
hand, and is you move forward and to the left with tlic left 
knee turn your tegatana cknvn to the front, and throw. (Hie 
final lodt Is wtt shonn.) 

IMPORTANT POINTS 

• When you turn uke's wrist over. In addition to having 
the feeling of squeezing your own Uttle finger, use the 
point where your thumb is altadwd te fOtf ImMmI to 

(prii on the back oCjlte'f hjpd^ 

• Depending on ihe mmviftkw, kim^WKt^rnvm- 

sidered incorrect if uke's wrist were to be bent in 
toward the arm. and you were to tlirow him inward, mov- 
ing in toward his body, in a nqr •Mkr^L^tfRriMlB- 
gaeshl throw techniques. 



Turning overttie hand 

O Bring botli hand-s together, luniiiig ihem so that the 
palms are £adng upward, and as you bring your left hand 
undemeab your hand, place your left thumb, at the 
point irtiere his Htde finger is joined to die hand, on the 

back of uke's left hiuid. 

O Turn your right tegatana downward so that you iilip 
your hand away from uke's grip, and bring the back rtf 
uke's left hand into the pahn (tf your ri(^ hand. As the 
back of uke's hand comes into your palm, use your Utde 
finger and the next two fingers of your left hand to natu- 
rally grasp uke's hand at the poim where his thumb is 
attached to die hand. Uke ^MMild now be in a poslUoa 
where the left elbow Is bent Inward to the body, and tbe 
pahn of the left hand is fiu^ig outward. 
O-O Bring your right legauma alongside your left 
thumb, cut down aod forward with t^ataoa, and throw. 



148 




149 

I 



USHIRO RYOTE-MQCHIKOTE-GAESHI 
TWO-HAND GRASP FROM REHIND; RETURN- 
THE-WRIST THROW (practical application i ) 



® 






n 



At 



Use the movement of the 
release to turn the wrist over 

CD Uke grasps both your haitds trom bt.'liiiid, pii.sln.-b, 
®-® As you bring the left foot around in a drcic forward and 
to the right, bring the back of the left hand to the back of 
your hip. 

(*''^-T> BriuR your biilance onlo ilic left foot and make a 180- 
deffve Uim to the rear, releasing the k& hand that was bong 



held. At the same dme, use the right hand in a pahn-dowo 
posMon to lead ute's hud, which is InUing II, ac^^ 
horizonial line, and wlh your left bndiotls BOW fieefaold 00 

to the back of uke's right hand. 
(j>-<S) Bring your balance onto die ri^ foot, and as you 
inalK a large turoii^ ouvemem to die rear, turn your 
hind so dut die pafan is bdng inward, and posh forward 

with vour elbow so ihat your haiul is rcli-ascd. If this move- 
ment is done correctly, uke's right wrist will now be bent 



ISO 




over. The right hand condnues in Ws movement after it has IMPORTANT POINTS 

been released, and gives an atemi to uke's face. • By btia^g the back ul' yutir leA hand to the back of 

®-® Fivoling on the right foot, make another large turning your hip, you wiil loosen uke's grip on Uie luuid. If you tfaeo 
movoneot and cut down f\sepiy with your right hand ov^ foakc (he turning niovement, your hand will be released, 
oke^ wrist, af^^b^ die ttoEOW. •When you are releasing the second hand, as yoa tofs 

jnur palm inward and pitfh fortrard with your elbow itt 
ioider to tbe release, laglde of your forearm 
Will push up gainst the back of the hand that was hold- 
iipg it, so diat uke's wrist wlU n^urally come to the 
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USHIRO RYOTE-MOCHI KOTE-GAESHI 
TWO-HAND GRASP FROM BEHIND; RETURN- 
THE-WRIST THROW (practical application 2) 





Come face-to-face with uke by 
making a small turning movement 
in the same direction as him 

(D-<D From migi ai-hanmi kamac, uke strikes with shdmco- 
ucfai, cuts down your hand Hat has made the blocli; and runs 
befabidyour back in an attenqit to grasp both your wrists. 
<S>-(J> Blending with ale's movement, bring your left foot 
around in a circular movement and transfer your weight onto 
your leh fool, and as you make the turning movemeol use 
your left hand lo gnup ute's right haiKl from the thofflb side. 
(i)--(fl) Keeping your weigbtowr your r^ foot, imke a large 
tura to tear as you turn ytwr kft hflod over use yiMir right 
hndloatdB'sinistdoM^aodini^liefaDK 

IMPORTANT roimr 

• By tunitag hi tte MM direction as flke, bBt Boving 
abcMl of Ub ii a HMler dicle* yo« irii ari 19 fiKh« 

• Vm tiM !■ II l» <fce — e m fai Pradkat ApfBeattoi 
0), MtafltociHllHiMhalfw Ik applied Mom ate 
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HIJI-ATE KOKYO-NAGE 
"HiniNG-ELBOW " BREATH THROW 




ikiliyfctyfc1liiiif--Tl'i 



How to turn the albow over 




Tuiii the albow over in a circular movement 

• Edeod your pflftoer's irm so dot bis palm bdng upwn^ 
aod graq> his wrist wflh your rigltt haixl. Brio^ 
ann (also in a palm-up posltioD) so tiiat tt comes undemeadi 
iikc's arm. with the inside of your own elbow touching Ihe bade 
ol uke's ellww. In ibis posUirai make sire dial ytnir left hand is 
in the same sfa^ as in kamae, nddier owfottended <»* overbenL 

• imvitt duogiDg the bi8M:iineit^ 



fingertips tarn yonr left elbow over and extend your arm 

downward. The fingers of your left hand should now be 
pointing downward. The ri^t hand should be controlling 
uke's wrist so that his hand stays in a pahn-up position. This 
control enables you to taira uke's arm forward, vMe turning 
his ^oulda' om, so that he wiO be ludulanced to tfie firmt 
Combined with your own advancing movement uke's i 
anced position will allow you to throw him. 



Attack the extended elbow 
joint 

In hi)i-ate kokyii-nage, we apply a breath throw sharply 
a^iinst the locked-out elbow joint Because you can 
apply this dinw in an instant, it is esoreme^ eSecfl^ 
as a "counter technique" in a real fight. In addition to 
the basic technique, in which you bring your own 
elixjw to uke's dbov and tfien torn it there is 
isdso tfie practical application in which, if your oppo- 
aeat punches you. you simply snap his locked-out 
cfiKW}oi8L 



IMPORTANT POINTS 

• Make sure that you don't just push forward with your 
elbow, but rather maintain the contact between yoar 
own dbow and uke's eflww so that as yonr cAboir 

moves it wiil cause uke's ellMw to move as well. 

• Make sure that you don't allow the distance between 
uke's elbow and your own body to get too ti^L 

• Use your right lund to control uke's arm so that 
he fa mtaUe to chngB te pMMnL 

€ONM(m MISTAKE 

tf you come Erom below so tfatfyoQ are loMpuslilBg uke's 

ana straight up, you wffl not be able to unhnlMrf hhi 




Practical application ^liqi^ 
kokyu-nage 





Snap the extended elbow 

As you enter in and side-stq) the pundi, at the tmxnent 
that youT opponait's dbow is extended yon flidc 
("snap") it with your own elbow. At the ejoct nuHnent 
that your elbow meets uke's, him your own eibow 
om. lUs is a dangerous technique, so please be 
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KATATE-MOCHI HIJI-ATE KOKYG-NAGE ICHI 
ONE-HAND GRASP; HiniNG-ELBOW BREATH 
THROW I 






186 



The Method of foleashig the hand 

# Blend with the pulling power of your partoo', and as 
yw move diagunully forwiinl lo the tiffit bring your left 
hand to a palm-up positioiL 



Uke's Position 

As ytm pulling power is redirected lo the left, your 
Aow becomes extended. 

# >b]mi tors left hmd over to a palm-down po^- 
ttoa, pudi fonvscd wldi your left dbow so that it comes 
into contact with uke's right elbow. A.s uke's elbow is in a 
^r^ghtened position and your elbow and uke's elbow 
become doser togetfwr, tike's wrist will be tvflsted and 
his hand will rok-aspyour left hand. From this position, It 
is Important (liai yuur icit liaiiii passes underneath uke's 
elbow in order to apply a hiji-ate technique. 
0 As you perionn the release with your left haul, to 
yoiir rf^ lcg!lMM ow the top of uke's wiH dfa^ 



As you release your hand, bring 
your elbow to meet uke's elbow 

® From migt-al-hamiii kamae, uks gra^ your IcA hand, 
and pulls. 

CiMs) Rlcndint; with Iho pullini; energy, xs you move for- 
ward lo the right side with the right foot, redirect the 
energy and rdease your hand firom uke's grasp; at the 
same time gca^ uke's right wrist with your rl^t h«id 
and bring your left hand up in a |)ahn-up po^tton so dial 
die inside of your own elliow cumes up against the bfldk 
of uke's dbow in h-ont of yuur chest. As you move brfaig 
your left bOtvpso that you are ui kamae position. 

As you extend forward and to die left wtth yonr 
left foot, mm your left dbow over, aod tihcow. 

IMPORTANT POINT 

• As you move to the ri^t you release your hand, and 
as you move across lo the left you i^ily die throw. 
Ikae awvcflWHia ahoald be <lMe fai Ae fem of M 
cxaclV shape. 



pahn-up posidon so dut your elbows meet in an X shape, 
makingsure that the inside of your cfl>ow and die bacll 
of uke's elbow are louddng eac^ oAer. An of the above 
shouki be done in (Hie movement 
O As you move fonvard diagpudlyto the left Una ibeieft 
elbow over, and throw. 
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SHOMEN-TSUKr HIJI-ATE KOKYU-NAGE Nl 
FRONT PUNCH; HiniNG-ELBOW BREATH 
THROW II 




fit 




Throw your partner in the same 
direction as he punches 

®-® From hidari gyiiku-hanmi kamae, like ptills the right 
foot back and brin^ the right fist to his .side in preparation 
for die puodL Mew forward from (be Croat foot so as to 
ntalntahi tfac correct dtebmcf (p$aai). 
CD-® Blending with the fonvard movemeni of iike's punch, 
pivot on ihe left foot and make a turning movement to the rear, 
and at the same time mow yonr own center line away from 
the line of the puadi. ym mde Ifais move bring Uk iefi 
tegztana vp to idn^s wrist In a flowing blocking oioveaMnt, 
and use your own turning movement to extend ukf s elbcw. 
®--® As you bring your idl elbow lo uke's right elbow, gn^ 
his wrist with your ri^ hand tfien brii^||iAp^l||^im nadi^ 
neath his '^twrw in a jrfnHy.gnrifePi 
(D-d9 As yoH fflOK iiiin^ your left 

cKnw om, Bid Abok 



• iSie te^idiiiie from photo ® to photo ® alunltf 
done to one movement 

• As you avoid die punch you should be roughly parallel 
to Lite's Fositioa, and jwu shoidd aove aloog nke's Hoc 
of cflRxgf toaffif the flBOir* 
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YOKOMEN-UCHI HIJi-ATE KOKYO-NAGE 
SIDE STRIKE TO THE HEAD; HiniNG-ELBOW 

BREATH THROW (PRACTICAL APPLICATION) 





I«0 



1 










1 








Open up your body and extend 
uke's elbow 

OMD From mlgi ai-hanml kamae, raise your hand It 
ihe same time as uke raises his right t^atana. 
(D-(S) As ute cuts dovn with yokomen-uchi move inside 
with a Sowing block 

dMD As you open up lu the side wiib the rigbi fool, slide 

your left hawl down 10 uke's wrist and redlicd his 

the right As you transfer uke's hand to your right hand, 

brii^ your left dhow up to meet ukc's right elbow and dien 

slide your left arm underneath ukc's clbuw. 

(D-® As you move forward and to the left with the left foot, 

itffn yov left dbov oner, ind dmw. 

• li®^ «v yoa open yovr body tt» tbc lite, «Mk« Mse 
AmC yoar birfncc Is over your rif^t Uiot 

• In I — I . your k-fl hand lioliLs iikiS liiunl ;it tlie point 
where ttie thumb is joined lo liie tiaod. As you traorier 
uke's band to your right hmid make sure that his 1 
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USHIRO RYOTE-MOCHI HMI-ATE KOKYG-NAGE 
TWO-HAND GRASP FROM BEHIND; HIHING- 
ELBOW BREATH THROW (PRACTICAL APPLICATION) 
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Make a counterturn and face 
your partner 

(D-® From fnigi ai-hanml kamae uke aoacks with shdaien- 
udU md ads <k)TO 00 your hand as ft OQBWS to Uocfc, Aen 



(I>-<D Readily uke's intentioa to grab your wrists, raise 

both hands into the air &om kamae position. 

CD-® Pivoting on the right foot make a turn to the rear, 

bringing your left hand around in front of your chest. As you 

then reverse directiCKi by hiding your leA le^ behind you, use 

the nnwment of your 1^ hand (stffl bdng heU by tdie's left 

hand) to extend uke's elbow in front of you, and bring your 

right hand underneath uke's left elbow. 

<X>-® As you move forward from your right foo^ turn your 

right elbow over and throw. ^ ^ ^ 

UIFOBTAItri POINTS 

•VbetbcrDke has actually gral>bed your left wrist or ooiy 

has the intention of grabbing your wrist by bringing your 
left hand around in front of your chest you will extend 
his left elbow. 

• By amiing round In a circle in the (qipwite directtoo 
to the circle dut oke is Bdd^ yoH win feci dw pQiai* . 
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TENCHI-NAGE 

HEAVEN AND EARTH THROW 




Divide your hands between 
bmvM and earth 

In tcnchi-ni^e, from a position in vt4iich both hands are 
beii^ held, you extend Ae power of your hands both 
upward and downward to unbalance uke and -dppiy the 
dirow. Rather than depending just on the power of your 



mnm to dirow uke, unbalance him so (hat he is in an 
unstable position, Aen throw him by transferring the 
power <A ttie mowemeot <3i the lower half of your body 
through your arms. You can think of this technique as a 
form <rf kokyu-nage, and you can in fact create a kol^- 
nageontofft. 




How to redirect the line of power 

Lower hand — Keeping dw palm of your hand fiace 

down, make a drailar movement to the fn)nt imd have 
the feeling of bring uke's hand around in a circular 
movement to his rear, keeping his shouUer at the 
center of the circle This is not merely a movement 
with your hand but should be done in conjunction 

upper hand— Slkle your hand up on ifae inskfe df M^ 
wrist and toward his armpit, raising his elbow. 

Uke's Position 

As one of your hands is brought around in a circle you 
will have the feeling of beiny iiiniL'ti around ihe fixed 
point d your front foot, and will be unbalanced to the 
rear. At ibe same Une the strnddef and 
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RYOTE-MOCHI TENCHI-NAGE iCHI 
TWO-HAND GRASP; HEAVEN AND EARTH TT1R0W I 




Aft 





Fix your partner in an unbalanced 
position, and then move forward. 

<S) From migi ui-hunmi kaniac. ukc grasps both your wrists 
and pulls. 

(I)-® Mo« fofward aiul to die left side in a circular move- 
mafl wiA your left foot, as thou^ drawing a drd€ around 

uke's i^t foot, and at the same time bring your Ifft hand 
around in a palm-down posiiion and raise your rigtu band by 
sliding it up toward uke's annptt. Astte body moves forward 
ytHU" rigjitfoot will slide to the rear. 
(D-d) As ^rriftit foot moves forward diagonally and to ^ 
rear of uke, cut down with both hands, SO ttnt bod) tembs are 
pointing downward, and throw. 

Uke's Position 

As you are unbalanced backward and to the rear, you will be 
hoUiog oolo sh'le's left baad sappoHy and as die hand 
iaiyoam hoUng comes amood dbgooaUy to your rear, 
yirarlNM^wfDbeedeiMaodyQiiirfftbeAran^ c^K 

IMPORTAiVr POINTS 

• When your left le^; comes around in a circular move- 
ment accompanied by your left hand, which also moves 
around in a circle, it should all be done in ooe saootk 
flWTCBcaL As jDw bod; coHca 10 a lower positlai jnar 
haad win abo becooM lower, and it b tids that anses 
dIk to be anbabBced. 

• When you apply tbc throw, oiaintain the posture of 
your upper body so diat bodi the lower body and the upper 
body move logether.-When you transfer your power into 
ulKuxbodihflodB equally to exiend]«ffpo<im downward. 

• Vhm yov BOW ianvMl, nalte SHC AM ]m don't bMc 
dM.flSCfiBGl dMMW btCuHM jnv.lMi^'SMlysMrlniidsi 
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HIJI-SHIME 
ELBOW LOCK 




In (he hl)i-shtnie tedudque we fix 

uke's dbow between our own dbow 
and our chest, and by turning our 
hips in a circular movement apply 
power against die elbow joint in ilic 
direction in which it cannot bend, 
diereby controtling uke. It is not a 
matter of using your weight to locit 
die elbow but nttber of keeping your 
arm over your center of baboce and 
applying die force that is created by 
the turning movement against die 
elbow. 





(2) 




Keep your am over your center 
irfbatance 

^ The fidkmliv explanation applies tl die lock is put on 
ohe^ it^ dbow. VMi your left ttand gnBp uke's fIglK wrist, 
torn dbow forward (as in ikkajO), and fix die elbow 

against voiir chesl by bringing your left clbou mtr [lis elbow, 
in diis position keep your weight over your left foot, so diat 
your arm b ewer your center of bthoce. 
CD-® Pivot on your left foot, bringing your right foot around 
to die front right side in a circular movement. As your arm 
and body also come around in one smooth movement your 
^^ r gj^^ ^y ftbo^Qfg^^^etat j9it of 



® As yon make die turn your stance will become wider and 
your posture will beoome lower, so dut uke will become 
unbalanced to die rear and will be forced io crouch down. 

IMPORTANT POINTS 

• If \ou (r\ to push down nidi your elbow or twist your 
body, yuu will aot be able to transfer your weight into 
uke's ellww. 

• % kHflMK a iMv of iMdaooe « yoB mIc ibe 
Hm, youf draw wM devdop ooosldenbfe power. 

• By mailing the turning movement and lowering your 
posture at the same tioie, you wiU develop the flowing 
power (rfaspind. 
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MUNE-MOCHI; HMhSHlME Nl 
CHEST GRASP; ELBOW LOCK II 





Cut down the arm and bring it 
toyoiurchMl; 

® From hidari gyaku-haiiuii kamae, uke ust's liis righl hand 
to grasp both lapds of your (tdgl, and pushes. Bri^iiig (he 
tapels U)gedlier, ake grips boAbpeb betff^ 
finger, mai^%soK^ibtktispika4mtttBAihskmid^ 

are pointing forwaid 

® Bk-nd with the pusliing power and move forward and to the 
kfi sfaie with ibe IcA fiwL As you auw and redlrea ^ 
give a ligbt-faanded badt-fist iteoil to vSx's bot-XbsMi 
hand moves ir ihr <^;im(' \v,i\ as tftlottte-IBodli tBrhfTfc|Hffi, 
with the palm iuriii.'(i liowiiwiird. 
CD-® With your right hand hold the back of uke's right 
band and b it ti> your diesL nvodng <m your kA foot, make 
a 45-d^|ree turn to the i«v and at the same time sUde your 



®-® I'ivoling on the left foot, make a large turning move- 
loeiu to the reai^ at (be same time cut down diagonalfywjih 
lie left hand Id a patm-up positloa so that jvu cut uke's 
elbow forward. Once iikc's elbow has 
own dbuw, hold the wrist with your left hand. 
®-<i) Fixing uke's arm to your chest, pivot on the left foot 
and bdng ibe light fool anMind In a binUng oKmnieiit to 
front, and apply the lock. 

IMPORTAPrr POINTS 

• In ^. do not push up on iikr's elbow, Imi fix hi.s hand 
to your chest ® and in that position make the turn so 
that, with ilie assistance of yoor left iMHid, Us vristaad 
dhow are turned over. 

• In dMi), yoo should not pufl uke's arm so that It 
comes to your dictt Iwt ndicr bm the opposite reel- 
ing— push your dlcat tonrd so dutt coaws to oieel 
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KOKYG-HO ichi 

BREATHING METHOD I 





Transfer the movement of your 
lower body through to your 
partner 

Kokyu-hd is the method whereby, using specific kneeling 
techniques, we tniin to develop control of Uie breath. We 
leara to use our hands as a pipeline to transfer the move- 
ment of our lower body into uke in order to control him. 
Depending on die way in which uke uses his power, we 
iBspood irift s psiticnlv iDctibod of bicilh oooboL 

®l-ke 
straigtttfioe. 



(|H|) Blendii^ with the puliii^ power, open up your knees, 
[Hisfa fonnid wtlh yoiff Ups, ami raise the te^rim 

hands in a circular movement into iike's :imipits in ihc sanif 
way as in hiriki no yosei ichi. As you do this, ri.sc up on your 
toes. 

Uke's Position 

As Ifae (bredton of )Dur pulling power is redirected, your dbows 
arenlaedup, and >Dur elbows and ahoddecsbeooaie locked. 

(D-® Maintiiin your iippiT hudy io Ae SHUe pOSlntt tOd 
move to the side from your left knee. 




Km 




Uke's Position 

As ^'te's wnsts mow to tie side, yoor dbows. shoul- 
ders, hips are locked out, and you nator^ become 

unbal;incc(i. 

dMZ) Using your toes lo push against tlie mat, move 
fimvard wilfa your knees so diat as your upper body also 
mom forwaid you uobafamce yoor paitner to 
ott down, distriiuittng your power equally b^ween your 
left and rishl hands. At llic s;imc time, use the energy of 
your partner as he iaik to the rear to pull your lower body 
teso^ttlsiuftg^HMghrngside him. Main^your 
postaK aad keep year power and feetiog attached o 
vAse. AH (rf the above shoidd be performed in one actioiL 



Uka'sPosition 

Because you are in a position where your whole body is 
locked out, as sh'te brings his wrists around you are 
m^alanced to the rear. And you will be prevented from 
strnding up because sh'te maiiitahts die connecdcHi 
between his power and yourself as he is abngside you. 

IMPORTANT POINTS 

• The body movemenl in 'TV-^ is done by pushing 
ttic hips forward. If instead of extending just your 
anns you come fonrard with your Vfftr hoiff yoii 
wlll l»e in itt uabftlascedpoaUioB. 

• In ®-®, mdie sore ^ ymi doitt fRdl ymr luHb 
to the side. By locking ake's upper body and dien 
moving to the side, yon irill be able to move your 
partner's position without havtnft to move Iiis power. 
In this way, you wiii be able lo ensure that ulte is 
brought along widi your movement 

• It is the same iMiadple ia Ac cntd^ down In 
®-<D. As yon pndi forward sm^ wHh die big 
Iocs of both feet, you can use the power of 
falling backward to pull your lower body forwafd. 




Explanation through use of the sword 

Using both hands, use the same movements as ihou^ 
raising up and cutting down with a bokkea. Make 
sure that you do act do this in a stra^ taStmaiaA 
(Le.»hfiii%ste)dgbtiipaiddoim). 



KOKYU-HO Nl 
BREATHING METHOD 




Bring uke up and in toward you 

®Uke grasps both your wrists and pushes. 

dMT) Bletid wiih itic power of the push and bring the fore- 
arms up in a circLilar (iiuvciiient toward yourself. Do not 
raise your elbows but opeo theft slight^. At Ae suae time 

rise up on your toes. < 

Uka's Position 

fa die directton dT tfw power ctf die push to redirected, yoa 

arc pulled Fonvard iiful ;iJso raised up. 

® Kccpuig both hands in the same position, move to ihe side 

from the left knee. 

Straigbten your back aod cm down usiog Iwth hai^ 




equally. Use the mB$fff. alote » he £ril» back to pufl your 

lower body in. 
IMPORTANT POINTS 

• Wbea yiM haw fdaid botti row hnds 1^ Ac AMann 

between diem should be greater than In koky0-h5 ifjiL 

• Make anie that you do not pull with your elbows. 
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KOKYU-HO SAN 
BREATHING METHOD 111 



Drop uke's hips and chest and 
allow that power to come into 
your hands 

This is a technique that you use when uke has grasped 
you in such a way that your wrists are completely con- 
trolled. You send out your own power md fbm lAe 
utels feadion to uobalaQceliiin. 




® like grasps your wrists from underneath and maintains 
diat positkm so that i^bichevu' ^ you try to nuwe, he reacts 
Immedia^ to hold you in the same posttioa. 
® With a feeling ;i!most of pulling them in, turn both hands 
over in a circular movement so that they're in a palm-up 
position, and then drop them doiffSMl tNi ^ni«#lE» 
rise up onyourlpeSi 

Uke's Position 

By giving the feeling of pulling, sh'ie is causing you to react 
by pulling back in return; by turning your wrisLs over he is 
causing you to try to twist your hands back to their original 
|i^ofl; bf psMi% yvat haiKb down he is cresdl^^ 
ii^£fioa wfaenby yon try to raise them. 
(^-® ike hands lii a pahn-up position push them For- 
ward in the direction of uke's elbows, turn bodi your 
tegatana in a circular movemrat so that the ^ims are I^K^ng 



Uke's Position 

As your hands stay in the same position, your own pulling 
energy brln^ diem In under your armpits so that die powo' 
remaining raises your hands md ttti0S dum, cati^ yoia 
upper body to "float" up. 

^MX) Move to the side in the same way as in kokyti-iiO ichi, 
an down widi both hands, and using the power ut uke as be 
fMls over, ^ yow i&mc body in, coming up against 
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KOKYU-HO YON 
BREATHING METHOD 




Use the power of your hips to 
straighten out uke's elbow 

(D like holds both your wrists from underneath in such a 

wqr tfuttjou are unable lo opea your elbows. 

<3) Bring both bands to the mliddle, Balsas M«. upw»4 

iMbllieMfaaodoatopofdieilf^ 

Ulw'tPnitioii 

Because you will have die feeling that your hnds lie being 
twisted toward the center, as sh'te brii^ boA of Us hands lo 
the center your elbows will be turned inward. 
(D-(D Bring yoat right band to rest oo tc^ trf uke's ri^t 
wrist, and as you turn your hand over so that the back of die 
hand is lacing upward, slide it down toward ukc's elbow and 
dien, ^acting from die litde-Snger side of the hand, deocfa 
lOvltsLit (be snne tbne, fflflke aflstirilb the left hand and 
pBafaflptoKvd tike's fine; Moiefavvinl Ann thel^tew^ 



IV 




rising i^) on yourloes. AD (tf tfw abtyve should be done IB 

Uke's Position ' ' 

Because of the movement of sh Vs hands, all of your power 
is focused into die center of your body, so that you aMHiBH 
position where die whole of your body Is locked. The power 
of sh'le's hips Is tiben transferred direcdy Into your hips, and 
as your center of bdwKieiiDm badonnl you ate thc^ 
die rear. 

IMPORTANT POINT 

• In (D-®, It Is not a matter of merely straighteninf and 
your arms, but of using tiic forward now- 
meat of hips to bring dw Bj^por bocfy fomB^ iritti 
the power generated by the itMtt bo^nvringfiinmrdt. 
both hamU will push out 
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Bring uke forward by using 
your own turning movement 

(i) Put both your hands on your kiiecs. Uke grasps bolh your 
wrists and fixes them to your knees. 
t3) Keqiiog the balance over ihe ri^ knee, make a turn to 
Ibe tw. As you turn your ri(^ hand oooMs <^ Ae left hand 
ramdos fixed to the knee. 

Uke's Position 

As you are pulled forward througti the power that you had 
been pushing with, the back oFyour left hand, vliich is hold- 
ing shVs wrist, is bem backward, so that your gc^ is kxKened. 
(D-d) As die hand that was gripping you becomes kxise your 
ti^hndis freed. Briiis llie riijii lenioana in iiki's n(;ht clbinv. 
and cut It around in the same direction as the turn, throwing 
like dimn onto hte back. AU (rf the aboTC Is dooe as QoeiMne* 



iMPOirrAvrpowrs 

• Don't make the turn flmt tmj afterwatJ «te Aew- 

irol Midi llie liands. 

• Don't try to apply the control just by moving one (rf 
your elbows, but make the turn with your whole body. 

ndtt tke inn^ dIgMr iriieft yMtf Itaett, «^ 
nake sure tfaMyovkad uke fiHrirard. 

• Tbe hand that Dke coodaiKS to hold aboald be left on 
your knee, and you shodd OOi aowc the haad fai order 
topuU uke around. 



SHOMEN-UCHI KOKYU-NAGE 1 
FRONT STRIKE; BREATH THROW 1 





Kol^G-^iage is the name ghnen 10 the general of tedi* 

niquc in which, without stopping the flow of nkc's lUtacking 
power, we redirect the line of energy dnd, applying breath 
power, make the duxw. 

Following is an iDtrodncdoo to a nnmber of wriattoos <tf 

kokyu-nage. 

0-<|) i^om oiigHB'^Bnnii kamae, like oiakes a fruM sl^^ 

® MoTC sbilght fiDfwanl into ute Cm Ibe ri^ 

opentheleftfMitBp^M'lodierear.Atthe same time cut 

down the left hand from above over nke's right hand, and 

strike lo uke's neck with the right tegatana. 

0-0 As yoatnmsfer your weigh! from your right foot to your 

Idiw^bAigyoirriJtlmeetotegrniinitandTO^fceaiOT 

• Because of sh'te's movement and the cutting down of 
die hand, the power of uke's strike is redirected to his left. 

• In this technique we do not attack with Uie hands and 
pull in as in a jiukHMgtediwdi^^^Ay^ 

afflfikeihmr. 
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SHOMEN-UCHI KOKYU-NAGE 2 
FRONT STRIKE; BREATH THROW 2 






1 ij^mtt'.A 




1 > 



I 






0 Blending with uke's strike, move in as though inviting the 
attack. 

(J)-® At the motneot that uke commits aO of his we^ to 
the cntdng down of the hand, slide your body in sideways so 
that it coiiR's ai^iunstthebneof (heftMN^mliiseyoiirlilps 

10 s\sccp Uie foot away. 

IMPORTANT POINT 

• If you aim to apply this technique froia the b^ioning, uke 
wiU be aware of your intention. Mow forward with your body 
as though to meet the MkI^ nd ite ate Ihs cooaM 
fall bo^iB teitttti^ AenctemB. 



ITS 



YOKOMEN-UCHI KOKYU-NAGE 

SIDE STRIKE TO THE HEAD; BREATH THROW 





(\yxX) Krom inigi ai^hanmi kamae, as ukc comes in with 
yokomen-uchi, move in with the right foot so that you come 
to meet die }olm of lUs hip. 

(3) Blending in with uke's cut down, keep your balance over 
tlie riglii foot and open up your body to the rear. At die same 
time bring your right hand up so thai it comes in under uke's 
aim. Briog yci!ur M hnHl up so that it locks uke's arm 

0-(D As you transfer your weight from your right foot to 
your leit foot, turn your right hand over in the same way as in 
hiji-ate kokyQ-nage, brb^yourc^biee to tbegEDond, snd 
apply the throw. 

IMPORTANT POINlf, 

• Use the power tf miht colr^lnni^ make yow 

own spiralling movement. 

• By turning over ynur elbow, you ensure that you will 
be transferring fonvard-moidi^ eosxgf lalo idle, «adier 
than pulling him into you. 

• Make sure that yon do not toae contact {fMhO^ 
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SHOMEN-TSUKI KOKYG-NAGE 
FRONT PUNCH: BREATH THROW 




®-CD fnm hbbri gyaku-hanml tamfle, as uke comes for- CD-® As you bring your right foot Komd beUnd uke fower 

ward with a &oMpimcli,ind(e your om entering move^^ your owabbdl^, cut down ulu'shaadtaa^igDnal line, wid^ 

and scuop uptAi^^i^wmkmvadetmttiitAtyaat ihefeeliiigofsmeiiingUsfootaii^r.aidiiim 

light hand. 

® As yoa open up your body bflog tike's «m annad to A 
iHgeclkde. 

trr 



KATATE-MOCHI KOKYG-NAGE 
ONE-HAND GRASP; BREATH THROW 




tegatana to rest on the inside of uke's elbow. 
®-® Move forward in a big step with the right foot, making 
sure that uke keeps his ffipMyomva^tonifim^i 
t^atanafonisu^ aad Avraw. 



migi gyaku-tenotf laniae; milse^ 

comes to grasp your left hand, use the same movement as in 
tai no henko ni and make a 180-degree turn, keeping your 
balance over your Idl Joot, redirecting uke's energy. 
As ]w tp tfe Ijdt ^ «^ yo^^ 1^ 
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IMPORTAyrPOiyrS dmv. mker Mag the wMc of yov body lower 

•Oacc ike h» had Us power rallmxcd and Is moving anil l i i a rfi i y o w iw I ihtiiOrtg^twm 

fbrward Into yoo, you will be In a poaitton to ap^ your 

own counlermove. 

• Do not just use your right hand 10 pidi and aafce the 



RYOTE-MOCHI KOKYO-NAGE \ 
TWO-HAND GRASP; BREATH THROW 




180 




(1)-^ hklart gyoku-hatunl kamae, as uke conies in to 
both hands, at the moment that he grasps turn both hands 
<tver so that the left hand"js palm up and the right hand is 
palm down; ke^ your we^t over your left foot and make a 
ktttW'M nl, and ledlredfbe energy. 
CD-(D As you open up by moving to the left side with your 
left foot, bring your left hand around in front of you palm 
dou-n, and bring the rig|it hand up to head heigK^ so tfi^ It is 
00 the wtakle (tf tbe band thiu is gra^iii:^ It 
^^HMftfennid ia a Ng st^ 
meihit ute matalifais Us gr^ on botii of ^lour viisif^ cut 



down in a circular movement with the right hand while 
extending forward with both the leit and the right hand, and 
iy)pl]r the throw. 

LVIPORTAIST POINTS 

• When you cut down with the right hand, make sure 
that the elbow continDes to point forward. 

• WhenyoB throw, If you allow your hand to get behind 
you, you will not be able to move uke. Make sure thai as 
you move forward and throw, both liaai^.^|sp':|My|fri 
tained in positioa in front of your body. 
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KATA-MOCHI TEKUBI-KIME KOKYG-NAGE 
SHOULDER GRASP; WRIST-LOCK BREATH THROW 



1 1 

p 




m 




Miui^HkndllNIIII 






tock out the wrist by using your 
shoulder 

¥wm hidail gyaka-banml tcamae, blencfing with uke'S 
aiergy as lie comes forward to grasp your shoulder with his 
land In a vertical position, move to the left side, redirecting 
idw's eneigy, and at the same thne U sieat to W bee 
1ll&]n>Dr right hand. 

i^M® Witi your right hand fix uke's hand to you* ^raiilder, 
keep your weight over your luft foot and make a turning 
movemou to the rear, and biingyour left arm from underneath 



Uka'sPositioii 

Your wrist will be turned ^fOC stf dial (he hack of your hand 
and die little Gnger will be tn^pped !^n:>t sli'te's shoulder. 
(D-CD As you move forward from your left foot, turn your Idt 
arm over so that the thumb is pointing downward in the 
same ^ as In hl}l-ate Is^-^uige, hxS^ ulra's wrist and 
!^^^liI^;dle&row. 

Uko't Position 

Sh'te's shoulder, i^Wch had scooped up your wrist from 
underneath in ®, makes another movement ® so that the 
wrist comes to a vertical positioo, ai^ wiA your wrist in that 
"totned (Hjf posttion your efixiw is edende^ and sa^nS'' 



USHIRO RYOTE-MOCHI JQJI-NAGE 
TWO-HAND GRASP FROM BEHIND; CROSS THROW 





Cross both of uke's elbows over 
into a cross position 

CiMD As ukc comes from behind and grasps botti of your 
wrists and pulls. |)iv()( on tlif \rj)\\ fool to the right and nUse 
both bands as though moving around the outside of an 

As you dc(^ both hands down to die fix)nt, keep your 
wci^t over your left foot and pull your right foot back ftl^your 
right hand underneath uke's right wrist in a circular move- 
ment so that you scoop uke's wrist up between your thumb ;uid 
litt^ii^, W k)ck eU>aw agiilnst tte back of uke's le^ 
to a crass portion. yeor M tuBid gni^ iike's left «^ 
®-Cf) As ynu move forward from the riglit foot, use your 
right liaud 10 extend uke's ri^t wrist forward, lock out the 
elbows in the cross pc^tioo^ torn die left di6ldder forward, 



m 



KATATE-MOCHI KAITEN-NAGE 
ONE-HAND GRASP; CIRCULAR THROW 




Frhd hidari gyaku hanmi karaae, as uke comes for- drailar nwremenl so thai it is at head height, and keeping 

mnltograqiyoiirldthand, makea ISO-^^netOfR wd^over]nxirlefifiwt,b^loaiakeaIaTgetiimtotheretf^ 

tal no henk5ni, and re<£rect the energy. ®-® Maldng a drcidar movement, the arm flal ula fe: 

dMD Move aronnd in a circular movement with die left foot gripping is brought down past your liip, and as itt miidlies 

to the left side, turn the left hand over and down to the left yoiu-hip the ri^handisbroughtto tike's neck. 

side, so that it is in a palm-down position. Release ycKV ItHitiand so that aks's wrist Is scooped: 



SHOMEN-TSUKI USHIRO-NAG€ 
FRONT PUNCH; THROW FROM BEHIND 




Entering in, grasp the shoul- 
ders from behind 

<S)-^ As uke aunes in with i front ^ax^^iter togid tuni 
rain^NlBl^tim, and grasp his shootders. 

CD-® Using the fact thai iike's lower body is moving for- 
ward, pull back on the shoulders and bring him down. 

IMPORTANT POINT 

• When you move in, makesmettntyosroimlvo^ll 
not too br from uke'8. 
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Section 4 



GOSHIN WAZA 
SELF-DEFENSE TECHNIQUES 




''Ifycu say that person's technique is fast. . . that person is sbw," 
jm0t ordy seeing the form of the people. You must scrap such titou^. 
In blending with the person 's energy (timing), 
at the moment when you are redly together with thatpersotif 
both fast and sknv me gone. 



USHIRO KATATE-MOCHI KUBI-SHIME SANKAJO 
RENGYO-HO 




Bend the wrist and press down 
on tb0 elbow 

By inflicdi^ sudden pain you make ukepowoless, and you tbea 

have the possibility of applying the arrest tedinlqae. 

© like cuini'^ fwni l>ehind, gra.s|is your riplii wrist nJft his 

light haod, and laes his le& hand to lock ihc acck. 

<D-<D lo the same «sy as in ushiro ledmiques invohfiog a 



so is lo R'dirci! iliu <.'niTi;\ , lirini; both hands up In an dRB- 
lar egg-shaped niovcniuit, itiid cause uke lo "float." 
(D-® As you tum your right foot to the inside, keep your 
balance over diat leg and ^de your left kg lo'the rear, al the 
same time cutting down and forward with both fluids. 
your left h;uid grasp uke s right hand, which had I 
on to your own right hand, in sankajd poeiition. 
(i>-® iMerym bafawxfiDm iie i^i)otiD|liele^^fl^ 



in 



ONE-HAmmiSP FROM BEHIND WITH NECK 
LOCK; THIRD CONTROL ARREST TECHNIQUE 




(jMl) ;\s you sliilc back >our left foot cm down ftiih your left 
hand in ilic directiou of uke s back, and ai the same liine bend 
htii wrist Your hand grasps uke's dbow. 
(9-<S> As yoa move fonrard fnun the Idt kg, use uke's 
eB»w as the axte and cut up and fbiward with the bent wrist 
Vsc [he pinuT (if uiiir foi-ward mniion lo apply sharp pain. 
(In the picture above there is the added momneol of the 
turn). I 



LMPORTAXr POINTS 

• Do not pull ukc-'.s bcrtl »ri.st in toward yoursdf; radwr, 
^>pty die pon er of moving fonvard into die elbow. Yoa 
alu«U abo haw the fiecllif of fwsUqg tte 



TANTO-DORI SHOMEN-TSUKI HIKI-KIME 
SOKUMEN IRIMI-NAGE 




Fix the elbow and extend tte 
lower annfamiild 

CD-® In migi ai-hanmi kamae, uke holds the tanto with the 
end pointing up, slides the right fool back, then dirusis for- 
ward. Turns to the inside and, keeping the balance over the 
foot, iq> the body. Slide the lower part <^ ywu 



® As you open up with your right foiu ui iltc right side, lead 
uke's r^ltt baiKl $xovfid in 4 cUcuUr movoDeat C^oot of 



hand down and grasp uke's wrisi 
(D-® As you move forward from the left foot, bring uke's arm 
forward so that die elbow is stretched out and die hand is in 
^p^to^^ostiioiL At Ihesame Ime tningjuff-kfiann ovccOw 
S idmito movemem so tfiat it ttun go^ 
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TAKING AWAY THE KNIFE: FRONT THRUST; 
ELBOW LOCK /SIDE ENTERING THROW 




® Using your h fi rnrciirm, which is undemcuih iikc's dhnw , 
asa&ikrum. fxiL'iul Ik itli \nuruims forward, kjcking ukc'sdbow, 
®-® Asuke's h()(i\ sluis id ■ float." bring your !dt foot behind 
like, release your leit hand and apply sokumen irtoail-iiage. As 



IMPORTAfrr POINTS 

• .\s you brin^ ukc's arm an>und in '1 . lum Ihv pi>int oflbe 
knife away from yourself by twisting ukc's wrist aroi^L 



• Iti 5\ in order to ensure llial you arc not stabbed bv 
the tiuito as you lead uke s arm around, twist uke's wrist 
so that the tiuilo is pointing away from you, 

• When you apply the elbow lock, dose ^or armpliB 
and make sure Oat your ktt arm (whkli Is the fiUcnnn 
for dw lock) do^t move, and use boft Itattto tft 
extend uke's lower ana forwnd. 
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SHOMEN-TSUKI KUBI-SHIME 
FRONT PUNCH; NECK LOCK 




Its 




Redirect the punch and come 
behind uke 

CD-d) As uke cocoes ia to punch with the right fist, kom 
hanad ester inside the puodi by making a large turaiog 
movemenl, and use your right hand to redirect the punch 
around to the right side, thereby- making uke turn the other way. 
C?>-(D From behind ukf, -^lidt your right hand up across the 
front of his neck and hold oato the left inside collar of his 
dOgl; sBde your left iKud up uodemeadi his left annirit and 
btli^ It to the t»ck of his neck. 

CD-® Keeping your balance over your left foot make a lura 
to the rear, bringing your 1^ knee to die ground and pulling uke 
back and down. The right hand pulte in anniod dH! dupio,, 

IMPOROlNT POINTS 



KATA-MOCHI SHOMEN TSUKI KOKYU-NA(% 
SHOULDER GRASP WITH FRONT PUNCH; 
BREATH THROW 






Avoid the punch and throw uke 
forward 

® From (ddari ai-hsmmi lountt, uke grasps your Mulder 
with his left tiaoduid makes a puoch 10 your &ce with Us 

right fist 

^>-(D As you turn your upper body aw^ to avokl the punch, 
tran^ your balance from your left ftiot to your li^ foot 
and drop your body down, bring your Idt ann underneath 
uke's left ann, turn your elbow over and apply die throw. 
CD-<DGrab uke's left arm in your left lumd, and as you turn 
tearoondtaadfcularmovemeflt to ft ftii^ g^^ 
prooe posttkm, lode the Moulder. 

IMPORTANT POINTS 

• Don't try to deal direcdy wiA ake's pUBdh, bat nAer, 
as you avoid the punch, use the power of flke^lbtlMfd 
oioUoa in order to ^ply kokyu-nage. 

• When you avoid the punch, be careful that yoa arc Mt 
jyat Ming ywr fper ho^ id "nwinqr.'' 



TANTO-DORI SHOMEN-UCHI IKKAJO OSAE 
TAKING AWAY THE KNIFE: FRONT STRIKE; 
FIRST CONTROL 




By changing your grip with the 
right hand, avoid tho knifB 

This leclmlqae Is used when ukc holds the knife In an 
"opposite ^p" (i.e., with the knife held pt^-down), 
and strikes down as In a shomen-uchi. 

®H|) As ake comes in to mate (be strike, move strait for- 

mpd in hidari gyakii-hanmi kamae and block with both 
hands in a cruss position, so that the thumbs of both hands 
are&dng in oppo.site directions. 




balance over your left foot and make a 180-d^ree turn to 
the rear, then transfer your balance from your left foot to 
jTOir right fool and briiii; iikc lo ;i coiniilt icK prone position, 
lo order that your wiist is not cut with the knife, as you pivot 
to die rear firm (D tun uke*s ri^ hand over so tfut die 
palm is being up, and then grasp ukc's wrisl. 
(D-® Bend uke's wrist into his own armpit, and lake llie knilie. 

IMPORTANT POINTS 

• When you cliaii};!.- your right-hand ^ip (®-®), do SO 
by sUding die palm of your band around. 

# BbjMMwi of Ac bnt aiove, wbco yea bead nln'a 
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TANTO^DORI SHOMEN-TSUKI SHIHO-NAGE 

KUZUSHI / TAKING AWAY THE KNIFE: 
FRONT THRUST; FOUR-DIRECTION THROW 




Avoiding m kniiB^ oiiMittina 

(T'-tT As iiko rcnTies in lo thmsi with the knife, make allttge 
lumiiig iiiovemciU lo Ibe rear so thai you cume insicl&ite 
line of the and le^flfect Ihe attack. 
(3) As uke becomes overextended, grasp his wrist, and as you 
open up to the side with your right foot lead uke around to 
your right. 

(Dr® MaiiMaitiuig your hold on uke's wnsil, raise bolfa bands 



your bod>'- ;\s you hring your \efi kniT lo t)ie gromc^ COtdGMl 
with both hands in a diagooai line, and aj^fy tliefluanr. 
(Z)-® CeoM ate by ptantoglhe dbmr, and ta^ 

nffonoivrroiNis 

• VIm)M Mve row IcA foot in ®, do ittiMA Slav 
Hut ymir hrfiace steys over your ri^ foot 

• When you make the throw, if you throw in a straight 
line there is the danger that the knife could stab you In 
the stomach, so you apply It 4a mi 
lotogttwUlft iMifiwiyiia 



TAr^-DOmSHdMEN-TSili UDEGARAMI-NAGE 
TAKING AWAY THE KNIFE: FRONT THRUST; 
ARM-LOCK THROW 





Ah 




Cut straight down with uke's ami 

<3>-(D As uke makes a thrust with the laiuo, sicp to ilie out- 
tiiniilds arm and redirect the attack. As his body becomes 
overextended grasp his wrist wMlioiff dgbtlmd UdMa^ 

your left hand to his elbow. 

® Keep Miiir liiilancc over yoiir right Icj; :md u|)eii up by 
bringing your M loot in a lai^e step to the rear. PuU in uke's 

(arm. 




foot, cot I 
throw. 

® PqK uke fliDuiid lo jnor left tad tm i^ mt tA fiSs 
8faoiddv,briagkighfeaii>«piaefQjriltoD,fl^ 

IMPORTANT POI!STS 

• When you make the Ifaruw, brinK your rij{ht dbow SQ Att 
it is llxed to the Inside of uke's elbow, and dien cut dhmn 
as dioi^ you arc pudiing forward wlUi your cUmiw. 

• sure that the throw Is done along your ova frost 

line, and don't i 
teoutofposiUoo. 



KEN-DORI SHOMEN-UCHI HMI-Ali KOKYU-NAI^ 
TAKING AWAY THE SWORD: FRONT STRIKE; 
HiniNG-ELBOW BREATH THROW 




Bctend uke and take the hiK of 




0-(D From hidari g^aku-hanmi kamae, blading with the 
firont strike ^ ute makes witti die sword, enla in along 
your front 1^ line and as you avoid die sword open up your 

body to the rear 

©-(D m the moincnl tliat \oii make ukc's body flow for- 
ward, slide your left hand down belwecn uke's hands to hxM 
^ swQr4 apd pep de tuit «^ ci^ 4^ 




ymv left elbow should be fixed to uls's right elbow. 
(D-^teyou move forward from your Idftk^, turn yom 1^ 
elbow over, control uke's elbow against die fo^md as - 
you apply die duvw, Uke dieswt|i)i 

IMPORTANT POINTS 

• Maite sure that you do not pull in toward yours^WtUl 
the band that is holding the hilt of the sword. 

• As you turn your left elbow over, MdEe mc ihat M 
copHwfB fo befli^ ID ■ke's dbew. 



KEN-DORI SHOMEN-UCHI KOSHIMAGE 
TAKING AWAY THE SWORD: FRONT STRIKE; 
HIP THROW 




Trander your center of balance 
and throw your partner over 

(D-d) As ul« comes tn and makes a front strike widt Ae 
sword, avoid and move inside the strike, and take the hiit of 
the sword with your right hand. 
® your tnJaoce over your right foot and op^ up by 
newiDgfOof mfeeiii^^ige step to the ww. As you do so^ 
JiE^body (hip toward uke) while leading him toward you. 
(Mbie^nur hips in and under uke's in preparation for ihc dirow.) 
(Sh® Mainlain your grip on the hilt of the sword aiid raise 
your dght hand, inoye ficowud Ja ^ with the left 




foot so that you alter right into ul<^ iiad ts^ uke &mm 
that he is ridmg across your hips, 
(e) Using ihe power gfiieraied liy transferring your balance 
from your kit foot to your rl^ fom, dirow uke into the air, 

• If you trjrto sbn^pull the sword in toward yoorsdtf 
((D) die flow of energy nlll be interrupted, so lead 
around in such a way that his hajid #ii:i^lt|^^Hf|BiKK 
sword does not lose its grip. 

• When you make the throw, use the spring of the lower 
body rather tiiao depending OQ the hand that is puUing. 
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OGI 

HIDDEN TECHNIQUES 




It is said that aikido is the Way ofHarmor^, 



IfymfaC0s&nmnef and you can make that person 's . 

by your own true character, 
This is the Harmony of Becoming One. This is not a comprom^. 
Harmony is a WH0^ of having strength yourself, and tbmmd^Wvj^^lm!^ 
MflmMies your partner. This is "making harmony in oppos^^^' 
But, unless you accumulate virtue, it is impossible. 
To sum itpt the foundation is your oum inner stre^^. 



— Shioda Sayings (V) 



HEADMASTER GOZO SHIODA'S DOyiONSTRATlON 




JHilBliiieVIAiyafHannony 

Ailddo is a martial art tfiat has ib rools la, and has dewi' 

oped from, ;i koryil iiijiiisir (classir jiijutsii) that was 
practiced by Shiiiru.sal>ui'o Minaiiiolu iiu Yoshiniilsu in 
ittdbunecnth century in Kyoto. His techniques were passed 
on to the Takeda family and became dailo ryii iujuLsu, and 
in the £do period they were brouj;h( to Ai^^ii in northern 
^^ao. bl Aizu a "palace" maitial art called oshikiuchi was 

atobeliig tangbt, Duilog die Mdllpe^ 



OOmbined the arts of datto ffaMd«ib8d«lli,.Ml^ 

was born dailo ryu aiki-jujiitsu. 

Morihei Ueshiba, founder of aikido, became Sokaku 
Takeda's outstanding student. UeMfeim sIso a student 
of many other martial arts, and was a strong believer in 
the idea.s of the Onioio religion. From the hudo that he 
created within himself, founded what we now know as 
aikkkt. lie taught that aiUdo is iKit simpfy a 
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ibudo), but a way of purificttion that has the purpose of 
bni^iBg together the body and s^sH iluAoro) in accor- 
dance with universal principles. R mxf be de$citi}ed as 
tihe budo thai has as its purpose the realization of harmony. 

I entered the Uesliiba Dojo in Ae seventh year of ifae 
Showa period (1932) and h»e trained in aikklo for owr 
fifty years; it is only recently that I have omk to nder- 
staod the kssQos that l>eslBbaSenseiiaBgfaCB&. 



Understand the essence of 
techniques 

In altddo, depending on the power (rfthe oUier person, 
Lhere ure many basic techniques avallabie to us. Even 
though the order of each technique is (Mferent, the prin- 
ciple that flows dirough all of tbe techtdqaes is the saoie, 
for example, die stability (tf the body, dm^tag dKbsi' 
ance, leadiog the eoer^, and so on. 
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People who come lo train In Ailddo are often inter- 
ested in the individuiil techniques — how caa I iqj^fy sec- 
«Bd control, how oftliMke kote-gKsfaiflece cinlln^ 
etc, — but the true purpose of the training is to QBder 
stand the techniques' common principles. 

Once you have completely grasped these principles, you 
wUliMtiaal^toaeiptewrtiiilteqpert^ 



ual lechniqiies. Then, dcpendini; on the individual cir- 
cumstance, you will nalUTdily adjust tu each situation, and 
dnnCkiieyon wdt luKie du ability to respond in whichever 
way is best for von. This means that instead of thinking "I 
will du [Ills, I will d(j tiiat," you will come tu a level where, 
because you have a gra^ oif ite priOG^Ie^ yov CHRft ii^ 
wiUiiKwebyteei{«ocowitegto<liB ^ 
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By becoming yiel 
"read" the other person 

Hie most impoitani thing la alkido is what is called "yield- 
ing." Usuatfy a human beliig diinks "I will do this, I will do 
(hat," and he is iM)( be able k> become '"yieklii^ " IB ditf cas^ 
whatever he doesiRKtfnilft laealMoa wfth die pasm 



If you can look at the ulhcr person with an open heart, 
w^nt e^, yoo will be able to see die other person's sU- 
luttton: y^hOi he is aiming for, what power be Is using, 
where his balance is, what his feeling is and so on — aU 
vriU beoraie dear, lids canoot be uoderslobd 




wUi your eyes or trying to uaderstand through iatellea 
You most understand In an instant, with your heart If you 
mt realize the other person's situation and can guide it, 
tfien it is a simple matter to lead it to your own benefit. If 
yoQ «i^ to be yielding wlira you are Eadng your oppo- 
nent, you must be in i^esketSMeeiU^cmioiai 
you will fed free and ea^. 




By using the difference in p<twtT iin ilu' kfi ;irKl rif^lii Mde, 
you can lead &di person in the appropriate direciion 
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B> ininsferring ifae power that is used to 

lift you up dowft lntQ: \mes, job 





Hannonizing with your opponent 

These "secrets" of aikido can be applied to the behavior 
of people. By correcting your own position, and by making 
contact with the other person with a spirit of yiddl^iea 
wiU be aUe l» flEnp U> ifUt it dot moawDl, hnnoar 

is bom. 

la Aikido we don't have OQoqwtilitns, and that is die 
feasQQ we (km'i luve a contest of winnlag or lo^^ 



The purpose of aikido is to realize harmony, throiijjh 
rooting the principles of techniques inside ourselves, 
iritem.llie thoi«te of oonflkt As liidfih oenliify ta^ 
master Kiichi-hogcn said. "Ilarmonizf with that which is 
opposing you," and it might be said that aikido is theHRqr 
of realizing this sayii^ 
OozoSUodft— Ssgdogs 
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